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ABSTRACT
This curriculum project will attempt to demonstrate how having fun can facilitate learning music
theory. Furthermore, in this project, I also propose that using games, songs, mnemonic devices,
and other types of wordplay and edutainment (the marriage of education and entertainment)1 can
combat summer learning loss and other learning gaps or school breaks, in addition to inspiring
the motivation, interest, and desire within students to learn. My curriculum project will also
claim that by having fun and enjoying their learning, students will be more likely to improve and
develop their musicianship skills. Within this curriculum project, I will attempt to find and
develop music theory-inspired games, songs, and mnemonic devices based on my 12 years of
music education and experience. I will also investigate current methods of learning music theory
and be attempting to make a game based on these methods. Also, due to the popularity of mobile
phone applications, I will attempt to find mobile music theory applications that are already
developed in order to help reinforce the concepts of music theory. The aim of this curriculum
project is to make learning music theory fun. By making learning fun, students will be motivated
to participate in planned activities and games outside of the classroom, either with friends or on
their own.
Key Words: Music Theory, Fun, Praxial Music Philosophy, Gamification, Game-Based
Learning, Summer Learning Loss.

1

R.S. Alsawaier, "The effect of gamification on motivation and engagement," International Journal of
Information and Learning Technology vol. 35, no. 1, (2018): 57.
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CHAPTER ONE:
INTRODUCTION
The aim of this curriculum project is to create praxial, music-making resources that are
fun, engaging, and memorable for students who are learning music theory. This project will
consider the most common ways that music theory is taught, and it will attempt to provide fun
activities, jingles, and mnemonic devices that can be applied to various aspects of an introduction
to music theory course or subsequent music theory courses. The question this project serves to
answer is, “How can music educators make learning and reviewing music theory fun for students
in the classroom and especially outside of the classroom during summer, winter, or spring
breaks, or any time after the student has completed the course?” This project has the potential to
benefit music students and professors at local, national, and even global levels, if the methods
prove successful. The results may increase the learning retention of music theory students and
even give them a desire to practice and review course material long after they have completed
the course. This project may also be used as proof of reasoning for why music education should
be more praxis-focused rather than aesthetic-focused. This curriculum project is another form of
or a different kind of “a process of interacting with curriculum materials.”2
Statement of the Problem
There exists within any school of study, specifically music theory, a time or series of
times to which may be referred to as a “learning gap.” The most common and lengthy of these is
summertime. Many others have identified this specific problem as summer learning loss,3
2

David Elliot and Maryssa Silverman, A philosophy of music education: Music Matters, (New York:
Oxford University 2015), 429.
3
David M. Quinn and Morgan Polikoff, “Summer learning loss: What is it, and what can we do about it?,”
Brookings.edu, September 14, 2017.
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Kuhfeld, being one of them states, “It has been common knowledge for decades that poor and
working-class students tend to experience ‘summer learning loss,’ a drop in performance
between spring and fall that serves to widen the gap between students.”4 These are periods where
students are not actively in a classroom setting or more precisely time that students are not
reviewing, engaging, or learning about music theory. Examples of these times include summer,
winter, and spring breaks. During these “learning gaps,” it can be easy for students to fall out of
a regular habit of practice or stop reviewing class material altogether. This results in a deficiency
of competence.
Need for the Study
Despite teachers’ best efforts and the completion of the music core curriculum, students
still have trouble retaining the information and practicing daily what they have learned in music
theory classes. While the responsibility of practicing music theory material rests upon the
students, educators may be able to help their students even further if they can make the learning
and practicing processes more fun. This would serve the effort to encourage students to continue
practicing while outside the classroom. Otherwise, without constant practice and review of the
material, a significant amount of what the students learned will be forgotten. This study will
propose a variety of ways to review and practice music theory material with undergraduate and
graduate-level college students in an attempt to improve music theory retention and competence.
Research Question
In order to solve the problem of the “learning gap” or “summer learning loss,” one must
first consider a few essential questions. First, why do students stop reviewing, practicing, or

4

Megan Kuhfeld, “Surprising New Evidence On Summer Learning Loss,” Phi Delta Kappan (2019): 25.
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engaging with class material during breaks? Second, how can students be incentivized to
continue reviewing, practicing, and engaging with class material during breaks? Third, in what
ways can professors help their students want to review, practice, and engage with class material
during breaks? In other words, are there ways to make learning about music theory so fun,
memorable, and engaging, that even when students are on break, they still want to learn? If there
is, what part can professors play in order to achieve this outcome?
Limitations of the Study
The limitations of this study stem from its praxial nature. The main limitation of this
project is that it is heavily praxis-focused. As such, this project may emphasize music-making
over learning about the cultures, society, and politics behind the music being taught. Another
limitation is that within the scope of this project, students who are more extroverted and outgoing
or students who already have more experience in music performance may be more comfortable
performing in front of the class or on stage than those who are more introverted or do not have as
much performing experience. However, any “shyness” or “performance anxiety” in relation to
music performance is believed by scholars and professional musicians, to be only temporary. As
students become more comfortable with music performance and music-making, any form of
“shyness” they possess will likely be reduced over time.5
This curriculum project is not focused on any population of persons decided by their race,
gender, or age, but rather focused on populations of students by their personalities. Perhaps
another limitation to consider is that of statistical methods. For example, this study investigates
the relationship between “having fun” and “retention” of course material. One approach to
5

(2021).

Michael Bedford, A.A.G.O., ChM. "Overcoming Performance Anxiety," The American Organist, 55, no.6
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researching this relationship is to use quantitative means. However, using a conversion of
qualitative data into quantitative data may be preferable at some point.
Assumptions
One assumption of this study is that the problem of the “learning gap” can be solved or
mitigated in some way. The second assumption of this study is that these praxial, music-making
methods of learning will work for most students. While every student may be different in terms
of learning efficiency or be predisposed to different pedagogical approaches, this study assumes
that praxial music-making will generally be the most effective approach. The third assumption of
this study is that students will enjoy these activities and practice or participate in them on their
own during summer, winter, and spring breaks. Part of this assumption is that students will
choose to review music theory material over choosing to do something else. The fourth
assumption of this study is that students will have the desire, the time, and the means to
participate in these praxial, music theory-related activities outside of the classroom either on
their own or with friends.
My focus will be grounded in a praxial philosophy of creating music, including
composing, performing, and other hands-on music activities. I am also presupposing that
students will overcome any crippling shyness or performance anxiety over the course of the term
or year. Participation in this curriculum is also a main factor in determining whether or not a
student is having fun and therefore learning. Another assumption to consider beyond a student's
personality is their home life. Albeit outside of a music educator's jurisdiction or control, if a
student's situation at home is chaotic or in ruins, this could be a decisive factor on student
success and efficacy in learning music theory. Some students may need more than "fun and
games" to help them learn music theory and grow as a musician. While all of these factors go far

5
beyond the scope of my curriculum project, one thing is certain: Christ is needed in our hearts
and homes first and foremost.
Glossary of Terms
The following is a short list of terms and definitions that are meant to be used within the
context of this curriculum project proposal. This list is not necessarily exhaustive or complete
outside of the context of this curriculum project.
Musicianship. Musicianship is defined as, “musical knowing” of any, various, or all
kinds.6
Self-Growth. Self-growth will be used and defined as the level of one’s musicianship
when they begin their music education (formal/informal) in comparison to their current level of
musicianship and listenership.7
Praxial Music Philosophy. The praxial philosophy focuses on achieving self-growth and
musical enjoyment in the thoughtful actions of music making and listening.8
Gamification. Gamification has been defined as the use of “game-based mechanics,
aesthetics, and game thinking to engage people, motivate action, promote learning, and solve
problems.”9

6

David J. Elliot, Music Matters: A Philosophy of Music Education, (Cary: Oxford University Press, 2015),

193, 196.
7
Bennett Reimer, Seeking the Significance of Music Education: Essays and Reflections, (Lanham: R&L
Education, 2009), 309.
8

Elliot, Praxial Music Education, 12.

9

Alsawaier, “The effect of gamification,” 56.
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Performance Anxiety. Bedford says that performance anxiety is “A road that … must be
traveled in order to reach the destination of being a well-trained and experienced performer of
any kind.”10
Chapter One Summary
Now that the basis for what has inspired this curriculum project to come about has been
established and the limitations and assumptions of this curriculum project have been
acknowledged, one can readily explore the evidence for summer learning loss, how to combat
summer learning loss, how music theory is taught, the evidence for overcoming performance
anxiety, the evidence for gamification, and the evidence for other fun approaches to teaching
music theory.

10

Bedford, “Performance Anxiety,” 6.
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CHAPTER TWO:
LITERATURE REVIEW
Summer Learning Loss
In order to establish that students are indeed not reviewing material over summer break,
one should consider this quote from an article by Aaricka Washington:
Fourth-grader Safiya Armstead would rather be at the beach. Instead, she's
attending summer school where she's learning to add multiple numbers and
playing new fun games. She pushed through [the lessons that were offered in this
summer program] even when the math hurt her brain.11
During summer break, students want to take a vacation, and they should. However, we cannot
ignore the principle of “if you don’t use it, you will lose it.” This certainly applies to material
learned in school. If a nine-year-old would rather be at a beach, how much more might a high
school or college student, with more freedom and a vehicle, want to be there? The only reason
this fourth-grader was engaging in continued learning in the summer is that she was attending a
summer school in which part of her attendance included playing games that were centered
around learning. Left to their own devices during summer break, most students would rather do
anything other than study; thus the cycle of summer learning loss begins. Another example of
students preferring to play instead of studying during learning gaps is represented in the lack of
motivation and interest to learn. Due to this lack of intrinsic motivation, Alsawaier says that
according to Zichermann and Cunningham, “If given a choice, many of them [students] would
prefer to play video games rather than reading a book or completing a homework assignment.”12
Furthermore, on the topic of gamification in the college level classroom, Alsawaier says that

11

Aaricka Washington, "Summer program combats learning loss for thousands of students," Indianapolis
Business Journal Corporation 23, (2021): 1.
12

Alsawaier, “The effect of gamification,” 57.
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“Specifically, the college environment could benefit a lot from gamifying . . . the college course
content and curricula.”13
Summer learning loss is one form of a ‘learning gap.’ One study describes summer
learning loss as such:
An early comprehensive review of the literature summarized several findings
regarding summer loss. The authors concluded that: (1) on average, students’
achievement scores declined over summer vacation by one month’s worth of
school-year learning, (2) declines were sharper for math than for reading, and (3)
the extent of loss was larger at higher grade levels. Importantly, they also
concluded that income-based reading gaps grew over the summer, given that
middle class students tended to show improvement in reading skills while lowerincome students tended to experience loss. However, they did not find differential
summer learning in math, or by gender or race in either subject.14
This proves two things. One, that summer learning loss exists, and two, “the extent of loss was
larger at higher grade levels,” meaning that summer learning loss applies most intensely to
college-level students. According to Kuhfeld, “Summer learning loss is common and substantial,
but not inevitable… researchers should make it a priority to learn more about how to provide the
most effective summer activities for differing kinds of learners.”15
How to Combat Summer Learning Loss
This section will cover some of the current research of how schools are combatting
summer learning loss. According to Quinn and Polikoff, “Traditionally, educators and
policymakers have relied on conventional summer school programs to combat summer loss and
summer gap-growth.”16 School programs are federally funded summer programs. Quinn and

13

Alsawaier, “The effect of gamification,” 56.

14

Quinn and Polikoff, “Summer Learning Loss.”

15

Kuhfeld, “Evidence On Summer Learning Loss,” 27.

16

Quinn and Polikoff, “Summer learning loss.”
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Polikoff also state that school-based summer programs can be expensive. Schools have
“experimented, with some success, with lower-cost home-based summer programming.” Quinn
and Polikoff report that these home-based summer programs have had success and are “shown to
be effective for low-income upper elementary school students.” One such program is Reading
Enhances Achievement During Summer (READS).17 One of the aims in this curriculum project
is to provide students with the resources they need to study music theory material alone or with
friends. This may help with the lack of resources in poorer communities.
Now that we have examined evidence for federal-based summer programs, we will
investigate evidence from community-based summer programs. According to Bowers, “In many
communities, local agencies and church ministries have taken the responsibility to provide
summer educational opportunities.”18 Imagine how much more efficient a community of students
could be if their educators gave them the resources that they have been using all year in class to
put together their own summer-review program. Students who have just spent a school year
learning about a subject are now on the verge of summer vacation. If these students were given
gamified methods of reviewing the course material from their professors, then they would have a
greater chance of prioritizing the reviewing of material over other summer diversions. Kuhfeld’s
article states that “researchers should make it a priority to learn more about how to provide the
most effective summer activities for differing kinds of learners.”19 This curriculum project may
serve as research for discovering these “effective summer activities.”

17

Quinn and Polikoff, “Summer learning loss.”

Lisa M. Bowers and Ilsa Schwarz, “Preventing Summer Learning Loss: Results of a Summer Literacy
Program for Students from Low-SES Homes,” Reading & Writing Quarterly, 34:2 (2018): 100.
18

19

Kuhfeld, “Evidence On Summer Learning Loss,” 27.
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Standard Methods of Teaching Music Theory
This section of the literature review, will look at some recent scholarly articles about
what and how these concepts are taught in music education. Then, connections will be drawn as
to how these concepts can be applied to this curriculum project.
According to one survey, the results showed the following five topics as most important
to include in a music theory program: (1) Harmonic Function, (2) Modulation, (3) Beginning
Fundamental Skills-Written (Mastery of Basic Rhythms, Key Signatures, Intervals, and Triads),
(4) Advanced Fundamental Skills-Written (Seventh Chords, Inversions of Chords, Figured
Bass), and (5) Secondary Function (V/x, viio/X).20 When music theory professors were asked, “In
what ways do you exhibit creativity in the classroom?” some of the replies included:
Harmonization of a melody, re-harmonizing a given example, crafting an original
melody, crafting an original harmonic progression, etc.; Creative thinking when
analyzing music; creative visualizations of musical features (visuals), creative
engagement (performing musical examples). Creativity is most often exhibited in
the classroom in the form of problem solving. How would you continue this
melodic excerpt, how would you harmonize this tune, what techniques would you
use to compose a piece that would sound like it was in a particular style or
genre.21
From Snodgrass’s article, we can observe what is taught in music theory classes as well as how.
These findings will be the foundation of this curriculum project and any games, songs, or
mnemonic devices that the author finds, creates, or decides to use.
In an article about strategies for teaching AP music theory, Lively says,
In general, it is necessary for an AP music theory course to begin with a thorough
review of music fundamentals and to conclude with material that is sufficiently

Jennifer Sterling Snodgrass, “Current Status of Music Theory Teaching,” College Music Symposium vol.
56, (2016): 4.
20

21

Ibid., 10.
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advanced to adequately prepare students for the more difficult questions …
related to advanced chromatic harmonies and complex musical structure.22
From this, we can gather that review of material is needed to gauge the learning level of every
student as well as to make sure that no one is falling behind. With this in mind, it stands to
reason that using games, songs, and mnemonic devices in order to review material would help
both the regular students and even the more advanced students.
When discussing teaching tips for how to teach part-writing and figured bass, Lively says
that one should practice and follow along with part-writing assignments in college-level
textbooks.23 Lively continues,
I suggest that instructors of the AP music theory course establish a
relatively simple list of part-writing "rules" that will guide the students to
recognize and avoid the kinds of part-writing errors … such a list of part-writing
rules might contain elements such as the following: (1) avoid parallel octaves; (2)
avoid parallel fifths; (3) avoid voice crossing; (4) avoid voice overlapping; (5)
avoid intervals of more than one octave within a simultaneity between the soprano
and alto voices or between the alto and tenor voices; (6) avoid a "doubled leading
tone" in any simultaneity that functions as a dominant, including secondary
dominant sonorities; and (7) resolve all chord sevenths with downward motion in
the subsequent sonority.24
From this example, these concepts can become the lyrics for a learning song or the
foundations for another music theory-inspired game about spotting the errors in part writing.
Furthermore, the concepts of a song or game can come from the material in a textbook. In this
way, educators can keep the subject matter the same, while changing the means of relaying the
information to the students.

Michael T. Lively, “Teaching Materials and Strategies for the AP Music Theory Exam,” Music
Educators Journal 104, no. 1 (2017): 50.
22

23

Lively, “AP Music Theory,” 51.

24

Ibid.
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Marlowe tells us of the relevance of Bach’s teachings. One of Bach’s teaching methods
was to teach music theory concepts by studying compositions and creating exercises from
excerpts of these same pieces.25 Another one of Bach’s teaching methods was to present new
material systematically, building up the student’s knowledge of the simple concepts first before
moving on to more advanced concepts.26 From this example, one can gather that not only are the
great classical composers still relevant to teaching music theory, but also that their compositions
can be used as class examples and analysis material. This last statement from Marlowe serves as
support for this curriculum project, as the author will have many activities for their students to
participate in, all while learning the course material. Marlowe says that while some music theory
concepts may be more difficult than others for students to master, she has found that students
learn best through praxial engagement of lessons and activities.27

Evidence of Overcoming Performance Anxiety
As stated previously in this paper, due to this curriculum project being heavily grounded
in a praxial philosophy of music education, performance will be emphasized greatly. Therefore,
overcoming performance anxiety is necessary for every student. This section will provide a
couple of examples of musicians who have overcome their own performance anxiety. This short
literature review will serve as evidence that students will be able to overcome any performance
anxiety that they might have.
Michael Bedford expresses his nervousness when first performing on the organ for a
church service; however, he says, “Over the years, my fear of playing a church service subsided,
25

Sarah Marlowe, "A Taxonomy for Teaching Music Theory: J. S. Bach and Lessons in Invertible
Counterpoint,” (Bach 49, no. 2 2018), 365.
26

Ibid.

27

Ibid., 369.
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and it gradually became my livelihood.”28 In this context, the anxiety of performing church
service music took Bedford years to overcome. However, on a much smaller scale, in a
classroom setting, this testimony serves as evidence to suggest that the anxiety exhibited when
performing in front of one’s peers can be overcome in a much shorter amount of time. That
amount of time could vary anywhere from the end of one term for some to the end of a 2-year
music program for others.
Mags Farrell also testifies that people who are introverted or shy, can overcome their
fears or anxieties and learn to perform in front of an audience without a problem. Farrell says,
“You can take it from me, a former introvert. I say former because I find myself with little to no
problem performing in front of an eager audience these days.”29
Evidence for Gamification
According to Nilson, “games provide an effective and painless, even fun, review
format.”30 Nilson states that games are one of the few ways to bring course material to life and
engage the entire class. Furthermore, games have a prospect of winning something desirable
such as "money, power, territory, . . . or simply a sense of satisfaction. But the biggest win is
learning."31 This form of motivation can manifest in the classroom as extra credit points for
winning the game or something more creative and materialistic such as a badge or token for
students who get an A on a test.

28

Bedford, “Performance Anxiety,” 6.

29

Mags Farrell, "Overcoming Stage Fright," The White Tops, (2020): 64.

30

Linda B. Nilson, Teaching at Its Best: A Research-Based Resource for College Instructors, (John Wiley
& Sons, Incorporated, 2016). ProQuest Ebook Central, 252.
31

Ibid., 225.
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Nilson mentions the impact of a variety of styles of teaching and the importance of using
different learning methods in order to “familiarize your students with different ways of thinking
about and working with the material.”32 Therefore, the learning method of gamification can be
used to help students learn the same material but in a different way. As Nilson states, “Many
academic games are modeled on traditional games, such as Bingo and Go Fish, and classic
television game shows, such as Jeopardy, Family Feud, Wheel of Fortune, Password, and Who
Wants to Be a Millionaire?”33 These established examples serve as support for the inclusion of
gamification in the learning environment.
In a recent study on millennials and the gamification of learning, we find that
“methods of training such as web-based interactions, videos, computer-based activities,
presentations, massive online open courses’ websites, games or research, are all effective
examples.”34 While the study was done for millennials in the workplace, the focus was on
effective learning methods. Therefore, Aman’s study can be understood to be in support of this
curriculum project and use of gamification in order to make learning music theory fun.
When discussing what performance and theory can teach each other, Friedman states that
“a basic [or advanced] understanding of music theory (harmony, counterpoint, form, etc.) is
useful for the performer … [and] might help a performer craft her interpretation.”35 This means
that knowledge of music theory on any level is beneficial to one’s musicianship and one’s ability

32

Nilson, Teaching at Its Best, 180.

33

Ibid., 225, 226.

34
Jain Aman and Dutta Debolina, “Millenials and Gamification: Guerilla Tactics for Making Learning
Fun,” South Asian Journal of Human Resources Management vol. 6, no. 1 (2019): 33.

Andrew M. Friedman, “What Can Performance and Theory Teach Each Other?,” Journal of
Musicological Research, 39:2-3 (2020), 147.
35

15
to perform.36 Furthermore, through performance, an internalization of musical concepts or music
theory can be achieved.37 Being that praxial music education holds a foundation in musicmaking, performance will be a major part of this curriculum’s focus, and therefore, performance
serves as support for the claim that by making music theory fun, students will improve their
musicianship, achieve self-growth, and combat summer learning loss all at the same time.
While the context for this next study was about workplace learning, what Taheri,
Motealleh, and Younesi find is a correlation between motivation to learn, having fun, and
improvements in learning.
The main finding suggests that motivation to learn contributes to informal
learning. Fun in the workplace has a positive and significant indirect effect on
informal learning by providing a variety of opportunities to learn; the
management support in the final model also mediates the relationship between
workplace fun and opportunities to learn.38
This concept can be applied to the music theory classroom setting. After all, many students who
attend school full time would consider school their job and by extension, the classroom setting
would be their “workplace.”
Evidence for Including Songs in Education
Carr’s article is focused on putting “fun” and “motivation” back into writing. However,
these principles can be applied to music theory: “Have some fun; it’s a serious year but
enjoyment, playfulness and fun are great motivators.”39 In addition to studying the classical
music theory repertoire and lesson plans, educators can take a quick class poll or Google search
36

Friedman, “Performance and Theory,” 147.

37

Ibid., 150.

38
Morteza Taheri, Sharareh Motealleh, and Jalil Younesi, "Workplace Fun and Informal Learning: The
Mediating Role of Motivation to Learn, Learning Opportunities and Management Support," Journal of Workplace
Learning vol. 34, no. 3, (2022): 229.
39

Kerri Carr, "Fun Puts Motivation Back into Writing," Education, (2019): 1.
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for the most popular songs of the year or past years and analyze those songs (or an arrangement
for the game “Musical Impostors,” as discussed in Chapter 4). Furthermore, this can be setup as
a surprise for the students. The professor does not have to tell them why they are taking a poll,
but merely phrase the question within the context of what music they like or their favorite songs
during week one of the course, which is generally considered an introduction to one another and
the course material. Then, when the professors have their students at the whiteboard and they are
writing down chord progressions, they might just figure out the surprise.
A report of a United Kingdom study done in Australia about the physical and mental
benefits of the elderly’s (ages 65 and over) participation in community music-making supports
the praxial methods of this curriculum. This report shows that engaging in musical activities such
as, “playing an instrument and singing … in the company of others” leads to a healthier
lifestyle.40 This report also shows that group singing is “supported by neuroscience … to
stimulate the right side of the brain to release endorphins, which lower stress and heighten
happiness.”41 Every participant in the study was happier and healthier. “Some participants had
noticed an increase in dexterity and flexibility…”42. Therefore, evidence exists that learning
music can not only be a joy but also a benefit to one’s health. The significance of this project
relies on this very idea: to make learning music theory more enjoyable.
Tracy Radbone is a literacy teacher and who utilizes songwriting and music theory in her
approach.
Featured expert, Dr Anita Collins, supports the incorporation of music into
education stating, “such is the quantity and quality of the research that it is now
Ellis Bronwyn, “Music Learning for Fun and Wellbeing at any Age!,” Australian Journal of Adult
Learning vol. 58, no. (2018): 113.
40

41

Ibid.

42

Ibid., 117.
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understood that music education benefits the development of the whole person
like no other human activity.”43
One of Radbone’s teaching methods is to write songs with her students instead of just studying
theory. Radbone says that a result of using this teaching method is that her students developed
both musical skills and literacy skills.44 Using songwriting, along with other forms of praxial
music education, can serve as a foundation for making learning music theory fun. Therefore, it
would not be such a huge leap to say that composing one’s own song and performing it in a class
setting would also make learning music theory fun. Radbone uses songwriting and lyrics to make
learning fun. The author is proposing the same idea, except that the lyrics will be a part of
teaching the course material.
Literature Review Summary
In summary, this literature review has established the existence of summer learning loss,
how to reduce summer learning loss, evidence for overcoming performance anxiety, the basis of
how music theory is taught, and support for how and why gamification and other fun learning
methods will be effective in a classroom environment. Building upon the literature review, the
next chapter will discuss the reasons for why and how this curriculum aims to use gamification,
songs, and mnemonic devices in order to help students succeed in the classroom.

Tracy Radbone, “Song-Writing 101: Musing over Literacy Learning through Song-Writing,” Practical
Literacy: The Early and Primary Years vol. 24, no. 2 (2019): 7.
43
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CHAPTER THREE:
METHODOLOGY
Now that the standard methods of teaching music theory and the evidence for the
proposed methods have been reviewed, this section will discuss some of the reasons, or the
“why” behind this curriculum project in the form of qualitative data and further research on
gamification, learning through songs, and mnemonic devices. There are two main reasons for
why this curriculum project aims to make learning music theory fun. The first is a desire to help
students achieve self-growth, including improving students’ retention of course material and
improving students’ music theory competence. The second is a desire to help students combat
summer learning loss. By using a combination of praxial music philosophy and gamification as a
foundation, practicing and reviewing music theory can become an activity that students want to
do in their spare time. This can be achieved by making music theory fun through three main
methods. The first method is learning through gamification which will be the primary focus of
this curriculum project. The second method is learning through song. The third method is
learning through mnemonic devices, analogies, and any other type of memorable use of word
play. These methods may be expanded, limited, and adjusted in the future.
Achieving Students’ Self-Growth
The primary claim of praxial music education is that “music education depends on
developing the musicianship and listenership of all music students through engaging in
performing, improvising, composing, arranging, conducting, and listening to recordings and live
performances.”45 In summary, praxial music education is about performing music as well as
listening both during a performance and after a performance, for the purpose of improving
45

Elliot, Praxial Music Education, 7.
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musicianship and listenership. One of the best ways to help students grow in their knowledge of
music theory and music performance is to make the learning experience as fun as possible.
Furthermore, one’s self-growth as a musician will inevitably improve their retention of class
material and ultimately their competence as musicians.
Learning Through Gamification
Almost everyone enjoys playing games, especially students during summer break. This
is demonstrated by Alsawaier’s literature review in such statements as, “The rationale behind
deploying video game elements in an educational context is that they have already captured the
attention of millions of loyal players all over the world. In the USA, about 58 percent of the
population played video games.”46 The author proposes that by turning music theory into a game,
possibly even a video game, more students will have a desire to study and review material during
summer break and other learning gaps. In this section, the author will provide evidence
supporting their notion of making music theory fun; later in Chapter 4, the author will provide
several examples of how one can turn music theory into a game. Such games include: Musical
Detective, Musical Crime Scene, Musical “Impostors,” Musical Bridge, and Musical Marbles.
All the instructions and resources for creating and setting up these methods of learning will be
provided to the students. In this way, students can practice and review the course material
together in a fun, memorable, and engaging way over summer break. Furthermore, adjustments
will be made for online learning.

46
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Learning Through Song
Ginsborg discusses five types of memory for components: auditory, kinesthetic, visual,
analytic and/or emotional.47 Auditory experiences of music are formed by learning to sing and
play an instrument by ear. Singing or playing back excerpts by ear develops one’s auditory
memory, and by repeating this process multiple times, one produces kinesthetic (muscle)
memory.48 Visual representations of music (songs and scores) can also enhance one’s auditory
and kinesthetic memory.49 Now imagine the benefit in being able to utilize these memory
components and through the action of recalling the lyrics or the melody of a song, one will be
able to visualize and audiate the very music theory concepts that are involved in the song’s
composition and lyrics.
Learning with Mnemonic Devices
This section will discuss a few examples of mnemonic devices, acronyms, and word play
that are used undergraduate learning as testament to their effectiveness.50 Two great examples of
mnemonic devices are, “My Grandma, who murdered the post man, likes to bake cookies” and
“Piggly Wiggly.”
The first example, “My grandma, who murdered the postman, likes to bake cookies”
came from a freshman music theory class with Professor Matthew Svoboda at Lane Community
College. The class was discussing the development section of a piece and the main phrases. “My
Grandma” was meant to signify the main melodic phrase and “who Murdered the Post Man” was
47
Jane Ginsborg, "Managing Music Performance Anxiety: Memorization Strategies for Instrumental
Musicians and Singers," The American Music Teacher 68, no. 4 (2019): 17.
48

Ginsborg, “Performance Anxiety,” 17.

49

Ibid., 16.

50

These examples come from the author’s own experience.
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meant to signify the development section of the piece and “likes to bake cookies” was meant to
symbolize the return to the original melody.51
A second example is a common mnemonic device used for remembering the order of
sharps and flats. The order of the sharps are, F#, C#, G#, D#, A#, E#, B#. The corresponding
mnemonic device is, “Father Charles Goes Down And Ends Battle.” The order of the flats are:
Bb, Eb, Ab, Db, Gb, Cb, Fb. The mnemonic device for this concept is, “Battle Ends And Down
Goes Charles’ Father.” An alternative solution for remembering the order of the flats is “BEAD,
Good College Funds.”
A third example, “Piggly Wiggly,” came from Dr. Hisao Watanabe of Lane Community
College in Eugene, Oregon. During a second-year music theory class, Dr. Watanabe was
discussing the development section of sonata form. As shown in Figure 1.1, the development
section is represented by a squiggly line that reminded Dr. Watanabe of a pig’s tail, hence the
name of the mnemonic device.
A fourth example and perhaps the most common mnemonics used in teaching music
theory are “F.A.C.E.” and “E.G.B.D.F.” These acronyms represent the notes on the treble clef
lines. FACE is rather explanatory, the idea being that the spaces spell the actual word “face.”
E.G.B.D.F. or Every Good Boy Does Fine, defines the notes on the lines of the treble clef. One
acronym for reading bass clef notes is, Girls Buy Diamonds From America (G.B.D.F.A.).52 By
associating an acronym and word play to these ideas, remembering the notes on the musical staff
changes from being overwhelming to becoming a fun play on words.
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Later that same year, the author composed a song and titled it after this mnemonic device.
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Figure 1.1 presents Sonata Form as learned in a second year music theory course, specifically
taken from Lane Community College with Dr. Hisao Watanabe from the year 2018. This Figure
was provided by a colleague, Alainna Callahan.

A fifth example comes from a second year sight-reading and ear training course with Dr.
Hung-Yun Chu at Lane Community College. This mnemonic device was used for remembering
the modes of scales. Those are: Ionian, Dorian, Phrygian, Lydian, Mixolydian, Aeolian, and
Locrian. The acronym is I Don’t Particularly Like Modes A Lot. Modes are scales that start on
the first through seventh scale degrees. This device makes helps in remembering their names as
well as their starting pitches. For each letter is presented in the order of their scale degree,
beginning with the Ionian scale, commonly known as the major scale. This method implies that
one is deriving modes using the same key signature. One should consider that constructing
modes can be achieved through using different orders of whole- and half-steps.53 The
53
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exemplified mnemonic device can be expanded upon with John Ferrara’s explanation of how to
construct each mode using the same note as a static root.
G Ionian is the G major scale.
G Dorian uses the notes of an F major scale (G is the 2nd degree of the scale).
G Phyrgian uses the notes of an Eb major scale (G 3rd degree).
G Lydian uses the notes of a D major scale (4th degree).
G Mixolydian uses the notes of a C major scale (5th degree).
G Aeolian uses the notes of a Bb major scale (6th degree).
G Locrian uses the notes of an Ab major scale (7th degree).
Figure 1.2 John Ferrara, “Mode Construction,” John Ferrara Music 2015. https://www.johnferrara.com/media/modeconstruction.pdf.
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CHAPTER FOUR:
RESEARCH FINDINGS
This chapter will provide specific examples or findings of gamification being applied to a
music theory classroom setting; other gamified learning methods and general concepts that can
be used to teach concepts other than music theory; phone applications that teach music theory,
and songs that teach music theory concepts.
Music Theory Games
Musical Detective
One example of putting music theory into a fun, memorable, and engaging game
experience was created by Donna Hewitt, an assistant professor and coordinator of music
education at Valdosta State University in Valdosta, Georgia. While teaching an elementary
music class, she turned a listening exercise into a game called “Musical Detective.” In this game,
students listen to a song and “solve the musical puzzle of the instruments, melodies, or rhythms
they hear.”54 This game is already being used in aural skills classes under the name of “Dictation
Exercises.” However, renaming the exercise may be beneficial in helping to motivate students.
Musical Crime Scene
A second example is “Musical Crime Scene.”55 Students are each given a card when they
walk into class. Each card has part of a chord on it, for example: C, E, or G. The students have a
limited amount of time to put together a working chord progression and solve the mystery. The
correct chord progression will always follow the common-practice conventions of music theory
and voice leading. While the teacher may have determined the correct chord progression before
Donna Hewitt, “Constructing Informal Experiences in the Elementary General Music Classroom,” Music
Educators Journal vol. 104, no. 3, (2018), 48.
54
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hand, alternate versions of the game can be played where students are not given any designated
bass clef cards. In this scenario, students would have the freedom to make their own creative
chord progressions. Students will have to put their desks and their minds together in order to find
what this chord progression is. The solution will not be far off from what they have been learning
about. For example, in the key of C major, the students are learning about the second-inversion
cadential paradigm I6/4 – V7 – I. So the cards they would get would be notes that make up the V
chord, “G, B, D” and the I chord “C, E, G.” However, because the same notes would be given
out twice, once for the I6/4 and a second time for the I, certain cards will have on them a bass clef
symbol. This symbol indicates the notes that would be on the bass clef and from there students
can put together the figured bass and solve the mystery. Applying this to the example above,
three of the cards “G, G, and C” would have a bass clef symbol.
Musical Impostors
A third example is “Musical Impostors.”56 Based on the popular game, “Among Us,” the
framework for this idea comes from TwoSetViolin, a popular classical music and comedy
channel on YouTube, wherein a piece of music is arranged that features two parts containing
wrong notes. The musicians with the wrong notes are the “Impostors” and in the video, the
musicians have three chances to stop playing, call a meeting, and vote on who the “Impostor(s)”
is. During this period of voting, musicians are allowed to explain why they are not an Impostor.
For example, in the video, musicians played off their incorrect notes as a lack of sight-reading
skills. If the Impostors make it to the end of the piece without being voted out, or hold the
majority at any given time, they win.

TwoSetViolin, “Among Us in Real Life (Classical Music Edition),” (TwoSetViolin, March 13, 2021),
YouTube video, 30 min., 31 sec. https://www.youtube.com/watch?v=INBodMcMYBM.
56
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This game can be adapted in various ways to best suit different settings. For example, in a
classroom setting, some students would perform an arrangement or a chord progression on their
main instruments or by singing, and the rest of the class would be the “jury.” The performing
students will each have a sign to wear that will label them as soprano, alto, tenor, or bass. In this
way, the jury will be able to identify each performer in a simple manner. Another possible option
for the arrangement is for all four students to be sitting at the piano and each play their singular
line. The arrangements or excerpts that the performers will be sight-reading can come from
pieces of music that are being analyzed or merely be a mix of chord progressions that are
currently being studied or have previously been studied. This game would serve to challenge the
jury’s listenership in a fun, group activity. Lastly, once the Impostors have been found out, the
performers may perform the real chord progression.
Musical Marbles
A fourth example of a musical game is “Musical Marbles.”57 The framework for this idea
comes, once again, from TwoSetViolin. In this game, musicians are randomly assigned a partner.
Each musician is given 10 marbles. The front man draws a prompt, and the musicians must
wager a number of marbles equal to how many pieces of music they think they can play, from
memory, fitting the prompt in under 30 seconds. Only the musician with the highest wager can
attempt. If they are successful, then they capture the amount of marbles they wagered from their
opponent. However, they lose the amount they wager to their opponent if they fail to perform the
number of pieces that they wagered on.58

TwoSetViolin, “Squid Game: Music Edition,” (TwoSetViolin, October 17, 2021) YouTube video, 19
min., 36 sec. https://www.youtube.com/watch?v=R9zOKU9ERkw.
57
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In a classroom setting, this game can be played by the instructor acting as “the front
man.” The prompt in the video was a genre or style of music; however, in this case, the prompt
can be either decided by the professor or chosen by the student wagering the most marbles. The
prompt choices may be one of the following: performing chord progressions or scales on the
piano, performing excerpts (prepared by the professor) on their main instrument, or writing out
chord progressions within a key signature at the board. This game can be played in competing
pairs of two, or with a greater scope wherein each student is on a team and the marbles represent
the team’s total points.
Sightreading Bridge
A fifth example is “Sightreading Bridge.”59 The framework for this idea, also comes from
TwoSetViolin. For this game, music stands are setup two by two in a row. Students have to pick
which music stand to walk to next. The music stands are either blank or contain a short excerpt
of music. Students must sightread the excerpt perfectly in order to move on; otherwise, they are
out. In a classroom setting, the stands can have chord progressions that can be played at the
piano or excerpts to be performed on the students’ main instruments. Alternatively, the excerpts
of music can be replaced with a written melody. In this format, the student must then harmonize
the melody, first by stating the melody and then by stating the chord progression that would fit
the melody. Another student can contest this chord progression, and if the student who named
the harmonization cannot write out the chord progression at the board according to the commonpractice conventions of music theory and voice leading, then they are out of the game (or sent to
the back of the line). However, if the student can successfully write out their harmonization at
the board, then the contesting student is out of the game. This game idea can be expanded to
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include two teams of students and two “bridges,” which makes the game into more of a
competition or race. In the context of having students harmonize a melody, the other team would
be able to contest the validity of the spoken chord progression, and the student who named the
chord progression would need to take their harmonization to the board according to the commonpractice conventions of music theory in order to prove it to the class. If they cannot, then they are
out of the game; if they can, then whoever is on the bridge of the contesting team is out of the
game.
Music Theory Chess
A sixth example is “Music Theory Chess.”60 The idea of this game depends on students
having a basic understanding of chord progressions. Two students, or two groups of students,
call back and forth chords that follow each other in sequence according to common-practice
functional progression, for example, I6/4 – V7 – I. Every time a chord progression is called out,
the student must write it down on the board, and whether or not the chord fits into the
progression will be determined by the student’s ability to follow the common-practice
conventions of music theory. However much or little the student follows these methods will
determine the quality or rating of their move and their overall accuracy. The quality of a move
may be represented as blunders, inaccuracies, mistakes, book moves, excellent moves, and
brilliant moves. Students will have 60 seconds each to come up with a chord to add to the
progression. An additional clause can be added to say that no student can go to the board twice in
a row, but instead, each student has to wait until everyone on their team has gone before one
student can participate twice.

60

This is an original game idea created by the author.
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This idea comes from playing chess. In chess, when analyzing a game with a chess
engine, there are negative moves that are labeled as mistakes, inaccuracies, and blunders. On the
other hand, there are also positive moves that are labeled as book moves, excellent moves, and
brilliant moves. The student with the most accurate score is the winner. The professor may use
this opportunity to gauge how well the students are understanding and learning the course
material.

Figure 2.1 John D. Kinchen and Gabriel Miller, Music Theory for the Christian Musician,
Lynchburg, VA: Liberty Music Group, 2018, 52. ISBN: 9781682845189.

Figure 2.1 is a good example of how a game of Music Theory Chess might play out.
Labeled here are three different “scores” for the voice leadings: poor, fair, and good. The only
distinction is that each chord will be written out by a different student. As a general rule, the
professor will be the one to ultimately decide the overall score of a move. A “brilliant” move
might come from students reading ahead and using a secondary dominant before the concept of
secondary function chords have been discussed in class.
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The Wheel of 5ths
A seventh example is “The Wheel of 5ths.” The wheel of 5ths contains all 12 major and
minor keys, and whatever key the dial points to after a spin is the key that either the student or
group of students will write a chord progression in. Writing chord progressions at the board
already exists in many music theory classrooms. This small addition can add some excitement
and thrill to the learning environment.
Lord of the Chords
An eighth example is “Lord of the Chords,”61 an incredibly engaging card game that is
completely centered around music theory as well as having fun. The game has taken classical
music theory and combined it with modern game design. The entire rule book is 52 pages long
and goes into so much depth that it would not be feasible to explain how to play more fully. The
following is a brief explanation of how to play. The goal of the game is to win three key
signatures. In order to win a key signature, players must take notes and combine them to make
chords that fit within the key signature. For example, in the key of C, the player would need to
form either C major, D minor, E minor, F major, G major, A minor, or B diminished. When a
player’s turn starts, they draw 3 cards and place 3 more down to replace the ones they took. Then
the play makes 3 moves. The cards that one plays consist of note cards such as the 24 note
pitches in music theory (C, C#, D, E, Bb, etc.) or action cards which consist of pun-filled actions
that one can take, such as being able to draw more cards or add a major 7th to a chord that

61

https://www.lordofthechords.com/.

31
someone else completed and steal it. Players are also allowed to use accidental tokens to change
a C natural to a C sharp or a B into a Bb.62
Musopoly
A ninth example is “Musopoly,”63 a music theory board game (see Figure 2.2). Musopoly
can be used to teach and/or reinforce grand staff note names, grand staff relationship to
instruments, reading rhythms, rhythm math, musical symbols, melodic dictation, tempos,
intervals, and performance.64 The full length of the instructions are six pages long. The following
is a brief summary of how to play. The order of play is decided by drawing rhythm cards. The
turn order goes in order from whoever has the smallest note duration. Players may have to rearrange themselves. When a turn begins, the player rolls two dice, which determines how far
along the board they move their pawn. Musopoly uses rhythm playing cards to represent the ingame currency. Equally valued notes and rests are interchangeable. However, the goal of these
cards is to trade them in for “equivalent higher value notes and rests” and ultimately to have as
few cards as possible. For example, two sixteenth-note rests would be traded in for one eighthnote rest (see Figure 2.3 for more on exchange rates). Landing on a square prompts a question or
challenge and answering correctly wins the player a sixteenth note unless stated otherwise.
Helping each other is encouraged in this game, so one still gets the reward, even if they need to
ask for help. In addition to rhythm cards as an in-game currency, Musopoly also uses gold coins,
but alternatives such as candy may be used. One gold coin is equivalent to a quarter note or rest.

Lord of the Chords, “Explained in 2 Minutes - Lord of the Chords: The Punniest Music Theory Card
Game,” (Lord of the Chords, March 3, 2020) YouTube video, 1 min. 54 sec.
https://www.youtube.com/watch?v=PEGk8svHmoo.
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“Throughout the game students must have rhythm playing cards in hand to equal the gold coins,
they have.”65 This aspect reinforces counting rhythms. Spaces on the game board include four
steps (see figure 2.4, 2.5, and 2.6). Completing each step earns a sixteenth note for a grand total
of a quarter note if all steps are completed successfully. The game continues until players decide
to stop playing. This game could be expanded in collaboration with its creator, Michiko Yurko to
include more advanced music theory concepts.

Figure 2.2 “Musopoly,” Michiko Yurko, (Music Mind Games, 2017),
https://www.musicmindgames.com/sites/default/files/images/musopoly_rules_2-2017.pdf.

“Musopoly,” Michiko Yurko, (Music Mind Games, 2017),
https://www.musicmindgames.com/sites/default/files/images/musopoly_rules_2-2017.pdf.
65
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Figure 2.3 “Musopoly,” Michiko Yurko, (Music Mind Games, 2017),
https://www.musicmindgames.com/sites/default/files/images/musopoly_rules_2-2017.pdf.

Figure 2.4 “Musopoly,” Michiko Yurko, (Music Mind Games, 2017),
https://www.musicmindgames.com/sites/default/files/images/musopoly_rules_2-2017.pdf.

34

Figure 2.5 “Musopoly,” Michiko Yurko, (Music Mind Games, 2017),
https://www.musicmindgames.com/sites/default/files/images/musopoly_rules_2-2017.pdf.

Figure 2.6 “Musopoly,” Michiko Yurko, (Music Mind Games, 2017),
https://www.musicmindgames.com/sites/default/files/images/musopoly_rules_2-2017.pdf.
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Gamified Concepts
According to Alsawaier, “gamification works by adding elements inspired from games to
the classroom environment mainly to increase motivation, engagement, and promote desired
learning behaviors.”66 Practical examples of how the classroom environment can be enhanced
through gamification are discussed below.
Levels and Bosses
Many games have levels that players need to complete in order to beat the game. 67
However, levels can also represent the player’s progress. For example, being level 2 means your
character is a low-level character, not having completed much of the game in comparison to
being level 80. This can be applied to the classroom setting in a similar manner. For example, in
module 1 or “at level 1,” students will learn the basics of music theory. Tests can be treated as
game “bosses.”
Points, Badges, and Leaderboards
The students can be given badges for receiving an A on a test. 68 If anything less than an
A is received, then it can be said that the student passed the level and survived, but did not defeat
the boss. Students may even be allowed to retake a test in order to get the badge. These badges
can be something digital or physical and be further customized to match the learning content on a
test. One might assume that receiving a physical reward would grant students more incentive to
get an A.
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Students can also get points based for in-class participation, completing quizzes, tests,
and turning in homework assignments and organized notes. 69 After the end of a module or exam,
students’ scores can be posted on a leaderboard that would not only let the students view one
another’s scores but the scores of students in the past. 70 Instead of or in combination with game
scores being on a leaderboard, points gained from in-class participation, homework assignments,
quizzes, tests, and organized notes can be used to advance the student’s game level.71
Knowledge Based Game Shows
This is a practical explanation and elaboration on the idea of knowledge based game
shows such as those Nilson mentions.72 Any academic subject can be put into the framework of a
knowledge-based gameshow. Students may be divided up into teams and choose to pick from a
row of subjects. Specifically in music theory, examples of these subjects could be, but not
limited to, "Triads," "Seventh Chords," "Chord Progressions," "Piano Sightreading," and "Aural
Skills." Each of these subjects can have columns beneath them representing different levels of
difficulty, but at the same time, a higher point reward for the student or team that can
successfully or correctly complete the challenge within the allotted time. A challenge can be as
simple as writing out a chord progression at the board, to as complex as performing that chord
progression on the piano. Additionally, the professor should reserve the right to include “surprise
rules.” A surprise ruling is offering the student a “double or nothing” challenge. For example, if
the challenge was to write out a chord progression, the professor can offer a double (or triple) or
nothing challenge for the student to: rewrite the chord progression in a different key, include a
69
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pivot chord or enharmonic modulation, include a secondary dominant, include a Neapolitan II
chord, include an augmented VI chord, or to change the cadence. These surprise rulings can also
be offered to the opposing team if the primary team declines or fails the challenge. Furthermore,
this game can be built on a dynamic approach to fit the current knowledge level of the professor's
students.
Phone Applications
This section will discuss the top three free music theory applications on the Android
store. The focus will be on examining three features. The first feature is the ratings, what the
average rating of the application is and how many reviews the application has. The second
feature is examining which concepts are free and which concepts are not or to what extent the
application is locked behind a pay wall. The third feature will be examining how deep into the
study of music theory the application goes. Specifically, this paper will look for the five music
theory concepts discussed in chapter two: (1) Harmonic Function, (2) Modulation, (3) Beginning
Fundamental Skills-Written (Mastery of Basic Rhythms, Key Signatures, Intervals, and Triads),
(4) Advanced Fundamental Skills-Written (Seventh Chords, Inversions of Chords, Figured
Bass), and (5) Secondary Function (V/x, viio/X). As of June 26, 2022, when searching in the
android play store for “music theory,” the top three free applications are “MyMusicTheory –
music theory exercises,” “Perfect Ear: Music & Rhythm,” and “Music Theory Helper.”
MyMusicTheory – music theory exercises
This application as of June 26, 2022, has 1,128 reviews, a 4.4-star rating, and over
100,000 downloads. When scrolling through the reviews, the poorer reviews are all related to
this application being good for refreshing one’s memory but bad if one is seeking to learn music
theory for the first time. This application has four main sections, “Learn,” “Practice,” “Library,”
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and “Statistics.”73 Within the “Learn” section, only the first level is free. Levels 2 – 4 are locked
behind a pay wall of $6.49. With a total of 12 lessons, level 1 covers “Note and rest values,
treble clef notes, simple accidentals, and key signatures up to 2 accidentals.”74 With a total of 9
lessons, level 2 covers “dotted notes, bass clef notes, key signatures up to 3 accidentals, and
interval numbers.”75 With a total of 14 lessons, level 3 covers “sixteenth notes, key signatures up
to 4 accidentals, interval quality, and minor scales.”76 With a total of 15 lessons, level 4 covers
“thirty-second notes, alto clef, circle of fifth, double sharps/flats, and diminished and augmented
intervals.” 77 Within the learning section of this application, there appears be no mention of
harmonic function (I – IV – V – I), modulation, secondary dominants, or figured bass.
This application does teach the identification and construction of notes, intervals, scales, modes,
and chords (triads and seventh chords). Therefore, it would match most of numbers 3 and 4 of
the top five music theory concepts. That being said, this application did go quite extensively into
the study of scales and exotic scales, even including the Hungarian scale.
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Perfect Ear: Music & Rhythm78
This application as of June 26, 2022, has approximately 76,000 reviews, a 4.7-star rating,
and over 5,000,000 downloads. The most critical reviews of this application discuss problems
concerning the application’s playback being out of tune and problems with the rhythmic
exercises. This application has an engaging interface that provides the daily number of exercises
performed, the number of points accumulated, and the time spent. These numbers are presented
in a pie fraction and one’s daily goals regarding these objectives can be manually set (see figure
3.1).

Figure 3.1 “Perfect Ear: Music & Rhythm,” https://www.perfectear.app/, version 3.9.30,
(Published on October 25, 2013, Last Updated on June 26, 2022),
https://play.google.com/store/apps/details?id=com.evilduck.musiciankit&utm_source=website&
utm_medium=banner (Accessed on June 26, 2022).

“Perfect Ear: Music & Rhythm,” https://www.perfectear.app/, version 3.9.30, (Published on October 25,
2013, Last Updated on June 26, 2022),
https://play.google.com/store/apps/details?id=com.evilduck.musiciankit&utm_source=website&utm_medium=bann
er (Accessed on June 26, 2022).
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The amount of free content in this application is similar to what one might learn in an
introduction to music theory and first-year music theory course. That involves simple IV – I and
V – I chord progressions. One is able to read the basics of triads, seventh chords, inversions as
well as how to construct and identify these chords. The main bulk of these concepts are taught
through listening or dictation exercises. The amount of content locked behind a paywall ($2.99)
is arguably what one would learn in a second-year music theory course. That involves the
application and practice of concepts such as modulation, bII chord progressions, and chord
progressions involving seventh chords. When compared to the list of five core concepts of music
theory, this application includes harmonic function, modulation (behind a paywall), and
fundamental written skills other than figured bass, but with no apparent mention of secondary
dominants.
Music Theory Helper79
This application as of June 26, 2022, has approximately 5,000 reviews, a 4.4-star rating,
and over 500,000 downloads. The most critical reviews of this application discuss problems
concerning the application’s simplicity and lack of extensive knowledge. Concerning the five
core concepts to music theory, this application covers very little harmonic function, no
modulation, plenty of beginning fundamental written skills, some advanced skills yet no figured
bass, and no mention of secondary dominants. Specifically, but not limited to, this application
discusses the identification and construction of triads, seventh chords, and chord extensions; the
identification and construction of intervals perfect unison – perfect octaves as well as extended

“Music Theory Helper,” Android Play Store, v2.9.1, (Published on December 21, 2013, Last Updated on
June 26, 2022), https://play.google.com/store/apps/details?id=com.okramuf.musikteori&hl=en_US&gl=US
(Accessed on June 26, 2022).
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or “compound” intervals ranging from a minor ninth to a perfect fifteenth; 80 and scales and
modes, though modes are locked behind a subscription paywall. The practice portion of this
application is composed of identification exercises which are largely locked behind a
subscription (see Figure 3.2). While minimal, these exercises do contain a game aesthetic (see
Figure 3.2 and 3.3).

Figure 3.2 (left) and 3.3 (right) “Music Theory Helper,” Android Play Store, v2.9.1, (Published
on December 21, 2013, Last Updated on June 26, 2022),
https://play.google.com/store/apps/details?id=com.okramuf.musikteori&hl=en_US&gl=US
(Accessed on June 26, 2022).
Limitations & Conclusion
There are two limitations of this section. The first limitation comes from not reviewing
premium applications that require a monetary expense to download. The second limitation comes
“Music Theory Helper,” Android Play Store, v2.9.1, (Published on December 21, 2013, Last Updated on
June 26, 2022), https://play.google.com/store/apps/details?id=com.okramuf.musikteori&hl=en_US&gl=US
(Accessed on June 26, 2022).
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from not being able to use an Apple cellular device. Further study can be done to not only review
the top ten music theory phone applications from the Google Play Store, but also search online
for other curators’ lists and review them as well. In conclusion, what was found from this short
examination of music theory phone applications is that there is a lack of important concepts such
as figured bass, Nashville numbers, and the function and inclusion of secondary dominants.
While mentioned briefly for each application, further analysis of the style and aesthetic of each
application can be done to find the application with the most appeal and the application with the
most intuitive and easy to use user interface. Lastly, there is a presence of gamified concepts
applied to music theory learning applications; however, the majority are not very engaging.
Music Theory Songs
The only example found of a song that teaches music theory so far is “The Music Theory
Song (Intervals Roasting).”81 While being a parody of “Chestnuts Roasting on an Open Fire,” the
song teaches concepts of the music theory tools that literally make up the song’s composition
and it does so in two ways. One way is literal text painting involving the lyrics and the melody.
The second way is following the common-practice conventions of music theory. This song and
its applied teaching methods will serve as an example for how to combine learning music theory
into a song where the very lyrics teach about the common-practice conventions of music theory.
Literal Text Painting
While singing the word “octave,” (0:07 – 0:09) the notes on the sheet music are moving
to the interval of a perfect 8th or an octave. The following phrase, “moving to the me-di-ant,”
(0:09 – 0:14) teaches what the mediant is, the third degree of that C major scale. The lyrics

David Swenson, “The Music Theory Song (Intervals Roasting),” (David Swenson, November 27, 2012),
YouTube video, 2 min., 17 sec., https://www.youtube.com/watch?v=dF074CL5vjI.
81
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“Major sixth” (0:14 – 0:16; 0:43 – 0:45; 1:40 - 142) again highlight what a major sixth is. In
singing the words, “major seconds,” (0:22 – 0:24; 0:50 – 0:53; 1:12 – 1:14) this song is also
illustrating the major second interval. The lyrics “chromatic alterations of the scale,” (0:28 –
0:33) also depict what chromatic notes look and sound like. The lyrics, “tritone tonight,” (59 1:02) are sung as a literal tritone between F natural and B natural. In singing the words “minor
sevenths,” (1:03 – 1:07) the melody leaps to a minor seventh. A minor sixth interval is sounded
with the lyrics “every minor sixth” (1:18 – 1:20). From (1:33 – 1:40), while singing, the lyrics
define and show what a motif is. At (1:53 – 1:54), the lyrics “this phrase rises to a high leading
tone,” give an example of what a leading tone is. At (1:54 – 1:58) “drop a perfect fifth,” an
example of a perfect fifth is displayed. From (2:02 – 2:04) “sing a perfect fourth,” a perfect
fourth interval is displayed.
The Common-Practice Conventions of Music Theory
The phrase, “stepping down to ‘Do,’” (0:16 – 0:20) is part of the common-practice
conventions of music theory, resolving a leap with downwards stepwise motion. The lyrics “ii V7 of IV,” are sung over that exact chord progression in the sheet music. One can observe that
relative to C major, F major is the IV chord. Relative to F major, G is the minor two chord and
C7 is the V7 which, back in the key of the song, is a V7/IV resolves to the IV chord (See Figure
4.1). The 7th degree of the scale, (1:00 – 1:03) also resolves upwards to the tonic, following the
common-practice conventions of music theory. The lyrics “and every minor 6th is gonna try to
hear the supertonic over V of V,” (1:18 – 1:31) depict a function of the “vi” chord as they are
sung on the supertonic, that is the second degree of the scale. This phrase is harmonized with
AM7 (the VI), D7 (the V/V in C major), and continues from the V in C major back to the I chord
(See Figure 4.2).
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Figure 4.1 David Swenson, “The Music Theory Song (Intervals Roasting),” (David Swenson,
November 27, 2012), YouTube video, 2 min., 17 sec.,
https://www.youtube.com/watch?v=dF074CL5vjI.

Figure 4.2 David Swenson, “The Music Theory Song (Intervals Roasting),” (David Swenson,
November 27, 2012), YouTube video, 2 min., 17 sec.,
https://www.youtube.com/watch?v=dF074CL5vjI.
Limitations & Conclusion
The limitations of this section come from only having one example, and that this song,
while it gives a good example of practical music theory concepts applied in a real world
situation, might not be the best teacher. However, it may still serve as a good reminder for a
student who has previously reviewed or learned this material. In conclusion, this section will be
looking for more evidence of learning music theory through songs and working on composing
original learning songs that follow the example provided of literal text painting and the commonpractice conventions of music theory.
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CHAPTER FIVE:
DISCUSSION
Description of the Curriculum
This curriculum will take advantage of the aforementioned research on how traditional
music theory classes are taught, support for gamification, and other fun, interactive, and
engaging methods of learning in order to craft a new framework for teaching music theory. This
will be accomplished largely by the use of dynamic learning-based games that progress in
difficulty according to the students’ level of knowledge, and game-based learning experiences.
Another important factor of this curriculum is the instructor’s enthusiasm and passion for music
theory. This curriculum was advised to be written for a 12-week length of time. However,
adjustments can be made to fit an 8-week or a 16-week length of time. Furthermore, this class
was originally proposed as a hybrid-online class. The intention of this proposal was to maintain a
flexible schedule so that the author can be prepared to teach online or in-person.
This curriculum will use the methods of gamification in conjunction with the commonpractice conventions of music theory. First, students will be introduced to music theory concepts
such as the “anatomy of the staff,” intervals, scales, key signatures, and note/rest durations. Once
students have shown mastery of these basic concepts, the instructor can introduce to them to a
game such as “Concerto!”, or a kind of knowledge-based game show, where there are music
theory based concepts applied in a fun, challenging, and gamified environment. Dynamic
educational games like “Concerto!” are designed to match the student’s level of knowledge and
to cover and reinforce the teaching and application of core concepts. To put this into perspective,
taking notes during a lecture, participating in class activities, doing homework assignments, and
studying the assigned material will not only help prepare students for the next quiz or exam, but
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also prepare them for doing well in the game that they know is coming before or after the
assessment. In this way, students will have the opportunity to feel excited about an assessment
because they will associate a fun event or game to take place with the assessment or around the
same time as the assessment.
Looking at this curriculum practically, over the course of a term, students would have the
opportunity to learn in a gamified environment where learning is more than simply trying to pass
with a C, but rather, an enjoyable learning experience where the desire to learn is nurtured and
cared for. Students in a gamified learning environment will be introduced to the concepts and
then the fun ways to learn the material with physical (or digital) rewards to serve as motivation
for class attendance, participation, and success. After a term is over and the students are on
break, professors will give their students either physical or emailed copies of whatever games,
songs, and mnemonic devices used in the hopes that the students will want to continue having
fun with the gamified learning activities and continue to review using them outside of class.
Educator Advisory Notice
After addressing all the aforementioned literature, methodologies, and research findings,
one additional limitation has been surmised. Using gamification in the classroom requires a
balance between teaching traditionally with enthusiasm and implementing more specific
gamified methods such as games, songs, and mnemonic devices. One ought to take great care
when planning to implement a music theory-based game. One such approach is that these games
should take place either before or after an assessment or at the end of a unit. The rationale for
this approach is two-fold. One, should the games be used too often, their appeal of being "a
reward" may wear off. Part of why this method can be perceived to be successful is because the
games mentioned are not only fun, but something to look forward to. Two, using learning-based
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games can only work as a method of reinforcing material if the students already have a
knowledge of the material. In other words, a professor should ensure that all of his students have
learned the music theory concepts desired for a unit or assessment beforehand; otherwise, gamebased learning, or the implementation of music-theory games cannot be used to their fullest
potential.
An Invitation to Music Theory Instructors
While the curriculum that this research is being applied to is primarily an introduction to
music theory course at the collegiate level, the research findings such as “Music Theory Chess,”
“Sight-Reading Bridge,” and “Concerto!” can prove effective for both higher- and lower-level
music education classes. All concepts and methods or approaches of “making music theory fun”
can be taught to professors, instructors, and educators of any education level and adjusted to fit
the age group and knowledge level of their students.
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CHAPTER SIX:
CONCLUSION
Summary of the Study
In conclusion, there is plenty of support for why gamification is an effective learning
approach in the classroom for students of all ages. In particular, there is support for gamification
working in college-level classrooms where the current generation of students are strongly
interested in playing games. There is also research to suggest that learning through the use of
songs and mnemonic devices are both beneficial learning approaches for student learning and
even more so in the use of a music theory classroom where the entire music core program
involves around written and praxial-based music theory skills, aural skills, and keyboard skills.
Research also exists that documents the reality of summer learning loss. There are ways to
mitigate summer learning loss with the help of a local community or with official summer school
programs. However, if the students themselves were able to form a peer-based community using
the same resources that they did while they were in-class, then at the very least, they would be
better equipped to deal with and mitigate summer learning loss and other learning gaps.
Another aspect of this curriculum is to investigate to what extent music theory phone
applications exist and to what extent these applications teach music theory. One can feasibly
assume that most students, who are currently enrolled in collegiate level courses, have a cellular
mobile device on their person at all times. Therefore, if a music-theory-based game or music
theory learning application can be installed, then students will have a better chance at learning
and reviewing music theory concepts during the summer and other learning gaps.82
82

Laura A. Wankel, Patrick. Blessinger, Jurate. Stanaityte, and Neil. Washington, Increasing Student
Engagement and Retention Using Mobile Applications Smartphones, Skype and Texting Technologies, 1st ed.
Bingley: Emerald, 2013, 209. Accessed July 12, 2022. ProQuest Ebook Central.
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This curriculum will serve as a challenge to further the growth of the student’s
musicianship while being perceived by that student as a variety of enjoyable learning activities.
This enables the music educator to teach and prepare the students’ musical competency, to
provide students with the resources needed, and to nurture a desire for the students to continue
learning and reviewing music theory material even after the course ends.
Limitations
Perhaps one limitation of the research, the curriculum project, and the implications
thereof is that the full results of efficacy will not show until this curriculum, or one similar is
applied to the classroom. However, this limitation is mitigated and far outweighed by the amount
of research in support of this curriculum. A more practical limitation of this curriculum would be
the instructor’s ability to carry out and deliver music theory concepts in a fun, inspiring, and
engaging way. However, this limitation will vary from individual to individual. A third limitation
of this curriculum is the possibility that not every student will be won over by using musictheory games in order to inspire the desire to learn. While this method of is well supported by
research to be successful, one cannot predict the nature and personality of future students. A
fourth limitation regarding the balance of the gamification of the classroom and the use of musictheory-based games to apply, reinforce, and challenge students’ understanding, application, and
retention of course content should be considered.
Next Steps
There is much to be explored in the application of gamification to the classroom and in
the application of music-theory-based learning songs. Regarding gamification, coming up with
gamified learning concepts may be the biggest challenge for educators to overcome. Alsawaier
tells us that there is a need to understand more fully the effect of gamification on students’
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engagement and motivation.83 My next steps will be to do more research on how music theory is
taught, how to be an adaptive teacher, and how to teach well. I will also be continuing to expand
the list of ideas, songs, mnemonic devices, and game designs that can work efficiently at
teaching music theory in a fun, engaging, and memorable way. This will also include a more indepth study of mobile and online music theory applications and games, to whatever extent such
exists. I will be taking into account how to adapt these activities for online learning. Further
study will be conducted for understanding the gamified environment and motivation behind
playing games. I will also be inviting more music theory educators to participate in interviews in
order to get their thoughts and opinions of at least some of the research findings.
The results and implications of this curriculum have the potential to impact more than
just the academia of music theory. One of the goals of this curriculum is to fight summer
learning loss. If any of the methods and research provided here can help to achieve this goal,
then perhaps they could be adjusted for use in other scholarly disciplines on a national or even
international scale.

83

Alsawaier, “The effect of gamification,” 72.
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Syllabus
COURSE SYLLABUS

NAME OF COURSE: FUNTRODUCTION TO MUSIC THEORY
COURSE DESCRIPTION
A fun introduction to the basics of music theory that will help the student achieve a basic
understanding of intervals, scales, key signatures, chords, and note values. This course
implements fun ways of teaching music theory.
RATIONALE
As a music theory student, it is important to love what you learn. A basic understanding of music
theory is vital to one’s music theory journey. However, a basic understanding of any scholarly
field that comes without the passion, interest, or desire to learn and keep on learning may result
in the abandonment of all that you have learned. This course will not only teach students the
basics of music theory, but also inspire them (through the use of fun music theory-based games
and other learning activities) to continue to learn, review, and study music theory by presenting
the learning process and content in a fun, engaging, and memorable way.
I.
II.

III.

IV.

PREREQUISITES
A.
NONE.
REQUIRED RESOURCE PURCHASE(S)
A.
Schmidt-Jones, Catherine. “Understanding Basic Music Theory,” (OpenStax CNX,
2013).
B.
The Open University. “An introduction to music theory,” (The Open University
2018).
ADDITIONAL MATERIALS FOR LEARNING
A.
Access to internet at home.
B.
A computer, laptop, or phone.
C.
MuseScore, Finale, or Sibelius.
D.
A positive attitude.
MEASURABLE LEARNING OUTCOMES (NOTE: THIS SHOULD BE THE SAME SET OF
LEARNING OUTCOMES THAT YOU ENTERED INTO YOUR ANALYSIS CHART )
Upon successful completion of this course, the student will be able to:
A. Define the basics of music theory.
B. Identify Time Signatures, Meters, Note/Rest Values, and Syncopation.
C. Demonstrate a correct understanding of Intervals, Key Signatures and Scales.
D. Analyze Major, Minor, Augmented, and Diminished Triads.
E. Compose a short 8-16 bar melody using their knowledge of the basics of music theory.
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V.

COURSE REQUIREMENTS AND ASSIGNMENTS
A. Textbook readings and lecture presentations.
B. Praxis (23)
Students will be asked to participate in exercises and activities (as a group as well
as an individual) each week.
C. Assignments (21)
Students will be asked to complete assignments each week that demonstrate their
knowledge of the concepts of the material covered that week.
D. Quizzes (20)
Quizzes be taken at the beginning and end of each class in order to gauge how
much material you have learned. Quizzes will be closed-book and require the
student to demonstrate their understanding of the material covered that week.
E. Midterm
Students will be required to take a comprehensive midterm exam that covers all
the basics of music theory offered in this course. This exam will be preceded by
an open-note mock exam and in-class review.
F. Final Exam
You will be required to take a comprehensive final exam that covers all the basics
of music theory offered in this course. This exam will be preceded by an opennote mock exam and in-class review.
G. Final Project
Each student will compose an 8-16 bar piece of music demonstrating the basics of
music theory studied throughout the course. They will be graded on the accuracy
of their chord spelling and notation.
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VI.

COURSE GRADING AND POLICIES
A.

Points
Praxis (20 at 10 pts each)

200

Assignments (10 at 10pts each)

100

Quizzes (20 at 10 pts each)

200

Midterm

100

Final Exam

100

Final Project

100
Total: 800

B.

Scale
A+ = 776–800 A = 759–775 A- = 730–758 B+ = 709–757 B = 688–708
B- = 660–687 C+ = 639–659 C = 619–638 C- = 590–618 D+ = 569–589
D = 548–568 D- = 520–547 F = 0–519

C.

Late Assignment Policy
Assignments should be turned in by the due date. If the assignments are more than
a week late, there will be a 10% deduction. Students must be present for praxis and
quiz days. If a student is unable to attend quiz days, the student will need to notify
the teacher in advance to set up a different time/day to complete the quiz. Students
must be present for the midterm and the final exam. The final Project requires for
everyone to be in attendance. Exceptions to these rules can be made in the case of a
family emergency.
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CURRICULUM PROJECT: ANALYSIS CHART
PART I: CURRICULUM INFORMATION
Instructor: Jordan E. Montana Richards [L31913576]

Course: FUNtroduction to Music
Theory

Required Textbook for Class:
Schmidt-Jones, Catherine. “Understanding Basic Music Theory.” (OpenStax CNX, 2013).
The Open University. “An introduction to music theory.” (The Open University 2018).
Identify the problem:
The student must demonstrate an understanding of basic music theory (note values, intervals,
scales, key signatures, major/minor chords, notes on the piano).
This course is designed for:
Lower-level college (freshmen and sophomores) music majors or minors or non-majors
(residential/online) ages 18-22.
Pre-requisites*
*None.
New Desired Behavior:
The student will be able to identify and understand the basics of music theory.
Delivery Options:
The residential course will meet Monday and Wednesday for 90 minutes.
The online course will meet Tuesday and Thursday for 90 minutes over Zoom.
*Residential students may also join the Zoom class and vice versa if/when possible.
Pedagogical Considerations:
This course will emphasize the use of praxial, music-theory-based games and activities to work
alongside and support/reinforce the traditional teachings.
Applicable Learning Theories:
Gamification and Praxial learning theory will be used in this course to create a praxial, fun, and
memorable learning environment that will serve as a foundation not only for the student’s
knowledge of music theory but for their inspiration to continue learning, practicing, and
reviewing music theory after they have completed the course. 84,85
84

Elliott and Silverman, “Music matters."
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Part II: Learning Outcomes
Learning Outcomes
At the end of this course, students will be able to:

1.

Define the basics of music theory.

2.

Identify which triad chords are major and which chords are minor from
tonality (sound) and interval spelling.

3.

Demonstrate a correct understanding of Intervals, Key Signatures, and
Scales.

4.

Analyze Major, Minor, Augmented, and Diminished Triads.

5.

Compose a short 8-16 bar melody using their knowledge of the basics of
music theory.

Jain Aman., Dutta Debolina., “Millenials and Gamification: Guerilla Tactics for Making Learning Fun,”
(South Asian Journal of Human Resources Management 2019).
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Curriculum Project – Design Chart

Instructor: Jordan E. Montana Richards

Course: FUNtroduction to Music Theory

Concept Statement: This course is designed for undergraduate music majors who need to learn
more about music theory before entering the first year of a music core program, for
undergraduate music majors who placed too low on a music theory placement score to enter the
first year of a music core program, and for undergraduate non-music majors who are interested
in learning the basics of music theory.
The goal of this course is to provide students with a basic understanding of music theory (note
values, intervals, scales, key signatures, major/minor triads, notes on the piano) and to inspire
students to continue their studies of music theory even after the course ends.

Learning Outcomes
1. Define the basics
of music theory.

Content

Learning/Training
Activity
Week 1:
Week 1:
Reading –
• Activity –
“Understanding
(Praxis 1)
Basic Music
What’s That
Theory,”
Clef?
Ch.2.1.1, 2.1.2;
• Activity –
The Open
(Praxis 2)
University. “An
What’s That
introduction to
Note?
music theory,”
• Activity –
Ch. 2.
Quiz Review
• Content –
• Activity –
Define the
(Assignment
basics of Music
1) Label the
Theory. The
Parts of the
Staff/Grand
Staff
Staff
Treble/Bass
Clef. Notes on
the Treble and
Bass Clef
(FACE,
EGBDF)

Assessment
Week 1:
• Assessment Non-Graded Quiz at
the beginning of each
class and Quiz 1 and
2 at the end of each
class to measure what
they knew before,
know now, and
retained in the next
class pertaining to the
basics of music theory
(clefs, note
identification,
dynamics).
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2. Identify Time
Signatures, Meters,
Note/Rest Values,
and Syncopation.

Week 2:
•

•

Reading -“

Understanding
Basic Music
Theory,” Ch.
2.2.5, 2.2.6,
2.2.7;
The Open
University. “An
introduction to
music theory,”
Ch. 3-4.
Content –
Understand
Note and Rest
Values (Whole,
Half, Quarter,
8th, 16th, 32nd );
Dots and Ties;
Subdivision;
Syncopation;
Includes
awareness of
what the NonAmerican terms
are;

Week 2:
•

•

•

•
•

•

Activity –
(Praxis 4)
Identify the
Beat
Activity –
(Praxis 5)
Identify the
Rest
Activity –
(Praxis 6)
Clap the
Rhythm
Activity –
Quiz Review
Activity – Fill
in the Beats
(Assignment
2)
Activity – Fill
in the Rests
(Assignment
3)

Week 2:
•

Assessment Non-Graded
Quiz at the
beginning of
each class and
Quiz 3 and 4
at the end of
each class to
measure what
they knew
before, know
now, and
retained in the
next class
pertaining to
note and rest
values, dots
and ties, and
syncopation.
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Week 3:
• Reading –
“Understanding
Basic Music
Theory,” Ch.
2.2.2 - 2.2.9;
The Open
University. “An
introduction to
music theory,”
Ch. 3-4.
• Content –
Demonstrate an
understanding of
Time Signatures;
Quarter/Half
Note Triplets;
Simple Meter
(2/4, ¾, 4/4, 2/2,
3/2 , ⅜); Simple
Triple, Duple;
Quadruple;
“Musical Road
Map Signs”

Week 3:
•

•

•

•
•

Activity –
(Praxis 6) Name
the Time
Signature.
Activity –
(Praxis 7) Clap
Triplets
Activity –
(Praxis 8) Clap
the Rhythms in
Simple Meter
with repeats,
etc.
Activity – Quiz
Review.
Activity –
(Assignment 4)
Fill in the Time
Signature

Week 3:
•

Assessment –
Non-Graded
Quiz at the
beginning of
each class
and Quiz 5
and 6 at the
end of each
class to
measure
what they
knew before,
know now,
and retained
in the next
class
pertaining to
triplets,
simple meter,
simple triple,
duple,
quadruple
meter, and
musical road
map signs.
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Week 4:

Week 4:

•

Reading “Understanding
Basic Music
Theory,” Ch.
2.2.2 - 2.2.9;

•

•

Content –
Demonstrate an
understanding of
Compound or
Complex Meter
(6/8, 9/8 12/8);
Groupings and
Beaming Notes;
Compound
duple, triple,
quadruple;
Grouping Rests
(Rule: Show
each beat); Rests
within beamed
notes/groupings.

•

•
•

•

Activity –
(Praxis 9) Clap
the Rhythm in
Compound
Meter
Activity –
(Praxis 10)
Music Theory
Game Show
Activity – Quiz
Review
Activity –
(Assignment 5)
Fill in the Beats
Activity –
(Assignment 6)
Fill in the Rests

Week 4:
•

Assessment –
Non-Graded
Quiz at the
beginning of
each class
and Quiz 7
and 8 at the
end of each
class to
measure
what they
knew before,
know now,
and retained
in the next
class
pertaining to
compound
meter (duple,
triple,
quadruple),
and
beaming/gro
uping notes
and rests.
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3. Demonstrate a
correct
understanding of
Intervals, Key
Signatures and
Scales.

Week 5:
•

•

Reading “Understanding
Basic Music
Theory,” Ch.
2.1.4 – 2.1.5;
The Open
University. “An
introduction to
music theory,”
Ch. 5-6.
Content –
Identify Half
Steps vs Whole
Steps; Key
Signatures (#’s,
b’s); Order of
Sharps; Order of
Flats.
Understand the
Trick for b
signatures: Look
at the second to
last flat;
Understand the
Trick for #
signatures: Look
a half step above
the last sharp,
that’s what key
you are in;
Identify Relative
Major/Minor
Scales;
Accidentals
(Naturals,
Sharps, Flats,
Double
Sharps/Flats);
Enharmonic
Equivalent

Week 5:
•

•

•

•

•

•

•

Activity –
(Praxis 11) One
Whole Step
Forward and
Two Half Steps
Backwards
Activity –
Midterm
Review
Activity –
(Assignment 7)
Finding Key
Signatures
Activity –
(Assignment 8)
The Order of
the Sharps
Activity –
(Assignment 9)
The Order of
the Flats
Activity –
(Assignment
10) Enharmonic
Equivalent
Activity –
(Assignment
11) Key
Signature

Week 5:
•

Assessment –
Non-Graded
Quiz at the
beginning of
each class
and Quiz 9
and 10 at the
end of each
class to
measure
what they
knew before,
know now,
and retained
in the next
class
pertaining to
whole steps,
half steps,
key
signatures,
relative
major/minor
scales,
accidentals,
and
enharmonic
equivalents.

•

Assessment Questions,
Answers, and
Discussions
pertaining to
whole steps,
half steps,
key
signatures,
relative
major/minor
scales,
accidentals,
and
enharmonic
equivalents.
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Week 6:
•

•

Reading –
“Understanding
Basic Music
Theory,” Ch.
5.1, 5.2, 5.5;
Content –
Learning to
identify:
Intervals (Tonic,
Mediant,
Subdominant,
Dominant);
Diminished
Intervals;
Augmented
Intervals

Week 6:
•

•

•

•
•

•

•

Activity –
(Praxis 12) The
Distance to the
Octave
Listening
Activity –
(Praxis 13)
Diminished
Intervals
Listening
Activity –
(Praxis 14)
Augmented
Intervals
Activity – Quiz
Review
Activity –
(Assignment
12) Diminished
Intervals
Worksheet
Activity –
(Assignment
13) Augmented
Intervals
Worksheet
“Concerto!”

Week 6:
•

Assessment –
Non-Graded
Quiz at the
beginning of
each class
and Quiz 11
and 12 at the
end of each
class to
measure
what they
knew before,
know now,
and retained
in the next
class
pertaining to
Intervals
(Tonic,
Mediant,
Subdominant
, Dominant);
Diminished
Intervals;
Augmented
Intervals.

•

Assessment –
Midterm
pertaining to
material
covered in
weeks 1-5.
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Week 7:
•

•

Reading –
“Understanding
Basic Music
Theory,” Ch.
5.3.
Content –
Learning to
identify and spell
Major scales.

Week 7:

Week 7:

•

•

•
•

•

Listening
Activity –
(Praxis 15)
Examples
Major Scales
Activity – Quiz
Review
Activity – PostMidterm
Review
Activity –
(Assignment
14) Major
Scales
worksheet.

Assessment –
Non-Graded
Quiz at the
beginning of
each class
and Quiz 13
and 14 at the
end of each
class to
measure
what they
knew before,
know now,
and retained
in the next
class
pertaining to
identifying
and spelling
major scales.
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Week 8:
•

•

Reading –
“Understanding
Basic Music
Theory,” Ch.
5.4.
Content –
Learning to
identify and spell
Minor scales:
Natural Minor;
Melodic Minor;
Harmonic
Minor;

Week 8:

Week 8:

•

•

•

•

•
•

•

•

Listening
Activity –
(Praxis 16)
Examples of
Natural Minor
Scales
Listening
Activity –
(Praxis 17)
Examples of
Harmonic
Minor Scales
Listening
Activity –
(Praxis 18)
Examples of
Melodic Minor
Scales
Activity – Quiz
Review
Activity –
(Assignment
15) Natural
Minor Scales
Activity –
(Assignment
16) Harmonic
Minor Scales
Activity –
(Assignment
17) Melodic
Minor Scales

Assessment –
Non-Graded
Quiz at the
beginning of
each class
and Quiz 15
and 16 at the
end of each
class to
measure
what they
knew before,
know now,
and retained
in the next
class
pertaining to
Minor scales:
Natural
Minor;
Melodic
Minor;
Harmonic
Minor.
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4. Analyze Major,
Minor, Augmented,
and Diminished
Triads.

Week 9:
•

•

Reading –
“Understanding
Basic Music
Theory,” Ch.
6.1, 6.2;
The Open
University. “An
introduction to
music theory,”
Ch. 7.
Content –
Demonstrate an
understanding of
Major Triads;
Minor Triads

Week 9:

Week 9:

•

•

•

•
•

•

Listening
Activity –
(Praxis 19)
Identify the
Major Triads
Listening
Activity –
(Praxis 20)
Identify the
Minor Triads
Activity – Quiz
Review
Activity –
(Assignment
18) Spelling
Major Triads
Activity –
(Assignment
19) Spelling
Minor Triads

Assessment –
Non-Graded
Quiz at the
beginning of
each class
and Quiz 17
and 18 at the
end of each
class to
measure
what they
knew before,
know now,
and retained
in the next
class
pertaining to
major and
minor traids.
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Week 10:
•

•

Reading – The
Open University.
“An introduction
to music theory,”
Ch. 6.2, 6.3, 6.5
Content –
Demonstrate an
understanding of
Diminished
Triads;
Augmented
Triads;

Week 10:

Week 10:

•

•

•

•
•

•

•

Listening
Activity –
(Praixs 21)
Identify the
Diminished
Triads
Listening
Activity –
(Praixs 22)
Identify the
Augmented
Triads
Activity – Quiz
Review
Activity –
Mock Final
Exam 1
Activity –
(Assignment
20) Spelling
Diminished
Triads
Activity –
(Assignment
21) Spelling
Augmented
Triads

Assessment –
Non-Graded
Quiz at the
beginning of
each class
and Quiz 19
and 20 at the
end of each
class to
measure
what they
knew before,
know now,
and retained
in the next
class
pertaining to
diminished
and
augmented
triads.
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5. Compose a short
8-16 bar melody
using their
knowledge of the
basics of music
theory.

Week 11:
•

•

Reading –
“Understanding
Basic Music
Theory,” Ch. 5.7
Content – Learn
the Circle of
5ths;
Demonstrate the
basics of music
theory with
Composition
Performance/Rec
ording

Week 11:
•

•

•

•

Activity –
Listen to
student
compositions
Activity –
(Praxis 23) The
Wheel of 5ths.
Activity – In
Class Review
for Final
Activity –
Mock Final
Exam 2

Week 11:
•

Assessment –
Open Note,
Mock Final
pertaining to
content
covered in
weeks 1-11.
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Week 12:
•

•

Reading –
Review for
Final.
Content –
Review for Final
Exam. Listen to
second half of
student
compositions

Week 12:
•

•

•
•

Activity –
Listen to
student
compositions
Activity –
Review for
Final Exam.
Take Final Exam
“Concerto!”

Week 12:
Assessment – Final
Exam pertaining to
all content learned
through weeks 1-11.
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Curriculum Project: Design Chart
II.

Learning Outcomes and Descriptions Corresponding to Bloom’s Taxonomy

Learning Outcomes

1. Define the basics of music theory.

2. Identify Time Signatures, Meters,
Note/Rest Values, and Syncopation.

3. Demonstrate a correct understanding
of Intervals, Key Signatures and
Scales.
4. Analyze Major, Minor, Augmented, and
Diminished Triads.

5. Compose a short 8-16 bar melody
using their knowledge of the basics
of music theory.

Rational for Sequence

The concepts in this learning outcome are the
fundamental building blocks that pave the way for
students to understand the following learning
outcomes in the proper context.
A proper understanding of how to write, identify, and
‘feel’ rhythmic patterns and note values inside of time
signatures will help students understand more fully the
basics of music theory. In the following learning
outcomes students will be seeing a variety of note
values and should first be able to identify what they
are.
Before student’s can understand how to identify and
spell triads of any kind, they must first understand the
intervals, key signatures, and scales that provide the
context for such triads.
Before students can exemplify their understanding of
basic music theory concepts, they need to understand
major, minor, augmented, and diminished triads.
Now that students have been taught the basics of
music theory, they will be able to produce and/or
perform their own compositions.

15 Minute Demonstration Video: https://youtu.be/DwSQ1lfM0uU
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CURRICULUM PROJECT: DEVELOPMENT CHART

Jordan E. Montana Richards

Name of Course: FUNtroduction to Music Theory

EXPOSITORY (Demonstration of Lesson)
Hello Class, now that we know how to identify notes on a staff, we will be taking a look at
identifying note durations. We will begin by learning to identify the most common note values
first. I will draw each of these on the board as I explain them. The duration of a whole note is
four beats. In other countries you may hear a whole note be called a semibreve. The duration of a
half note two beats. In other countries, you may hear a half note be called a minim. The duration
of a quarter note is held for one beat. In other countries, you may hear a quarter note be called a
crotchet. The duration of an eighth note is half of a quarter note. In other countries, you may hear
an eighth note be called a quaver. The duration of a sixteenth note is half of an eighth note. In
other countries you may hear a sixteenth note be called a semiquaver. The duration of a thirtysecond note is half of a sixteenth note. In other countries, you may hear a thirty-second note be
called a demisemiquaver. So you may have seen a pattern with each note in this sequence being
half of the duration of the previous note. You may also have noticed the difference in their stems.
The eight, sixteenth, and thirty-second notes have flags on the end of their stems. We already
discussed in which direction the stem should go but now let’s take a look at a couple of specific
rules regarding note stems and beaming. You may see notes in a block chord, simply written
above each other. For example, C, E, and G. Now as I write these notes you will notes they are
all quarter notes and they all share a stem going up. Now I will draw two eighth notes and when
beaming notes together, you will want to use the stem direction of the note farthest from the
center of the staff, to keep the beam near the staff. Now I will have an activity for you all to do.
Go to the white boards and combine your knowledge of identifying notes of the staff with your
knowledge of these note durations that we learned today. Simply write any rhythm and we will
play each of your mini-compositions when we are done.
Narrative
For each video, I will be sitting near a piano so I can play examples and using video editing I
will include visual examples on the screen. I will link to previous content by providing a
combination activity where students get their first taste of composing. They will use their
knowledge of identifying notes on a staff with their new knowledge of identifying note durations
to create a free-form and improvised mini-composition. The students should expect to come
away with a better understanding of notes and their rhythm durations and the application of this
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concept in composing and in music theory. I will reference the most common note durations and
their non-American names. Then, I will present the topic of subdivision and how each note
relates to one another and how to clap each rhythm. I will draw this back to music theory by
providing some examples of common tunes that involve common rhythmic patterns. I will give
an example of how beaming, ties, and dots effect the note’s duration along with some more
clapping activities. As mentioned earlier, at the end student’s will have the opportunity to create
mini-compositions that are not yet tied down to the real rules of music theory but are instead
used as a fun example on how rhythms can be used in conjunction with notes to form melodies.
Graphical Organizers
The graphical organizer shows the relationship between earlier concepts, such as note, staff, and
clef identification to the current unit of identifying note durations. This covers concepts of
common note and rest values, ties, dots, beaming, stem and flag direction, and subdivision. The
green circles represent concepts covered in the previous lesson. The blue circles represent
concepts covered in the current lesson. The yellow and orange circles represent concepts covered
in the following lessons.

Identifying parts of the Staff

Brief Introduction

Brief Introduction to

Identifying Notes

to Dynamics

Repeats

(Treble/Bass/C Clef)

Dots, Ties, and Beaming

Subdivision

Rest Values

Note Values

(w/ Non-American Terms)

(w/ Non-American Terms)

Simple/Duple/Triple Meter

Simple Time Signatures

Duple, Triple, Quadruple

Musical Road Map Signs

Compound/Complex Meter
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Gagne’s Nine Events of Instruction
Instruction Event

1. Gain attention

2. Inform learners of
objectives

3. Stimulate recall of prior
learning

4. Present the content

86

Nilson, Teaching at Its Best, 134.

87

Ibid., 26.

88

Ibid.

89

Ibid.

Describe How Each Instructional Event will be
Addressed in the Instructional Unit.
The instructor will play a recording of pieces at the
beginning of class, for approximately five minutes, that
demonstrate the new learning material. In this case it would
be pieces in a simple 4/4 time pattern that demonstrate an
alternating pattern of subdivisions, tied, and dotted
rhythms. The instructor will also provide the sheet music
for students to analyze while listening. The instructor will
also present the material with enthusiasm.86
During the class period, the instructor will discuss the
variety of note durations and how dots and ties can change
the duration. The instructor will also perform the example
in an audio form from a recording or on a live instrument.
This is part of helping students learn in “intervallic
times.”87
During the class period, after the instructor informs the
students on the new learning material and objectives, there
will be a composition assignment that involves writing
music notes on the staff with either a made up rhythm or
one of the provided rhythms. This will be effective because
students will be able to test themselves on their knowledge
of rhythms, note durations, and note identification in a
stress free environment.88
In class, the content will be presented in the form of a
lecture with mini-activities in the form of clapping in
between and a composition at the end. Furthermore, in the
beginning of class there will be a quiz on identifying note
durations and rhythms which will serve to assess how
much the student knows before the lesson and a quiz at the
end of class to assess how much information the students
retain. This will address the material in multiple times, in
different ways, and will be effective as Nilson says,
“People learn more after being pretested on material before
they even start learning it.”89
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5. Guide learning

6. Elicit performance
(practice)

7. Provide feedback

8. Assess performance

90

Nilson, Teaching at Its Best, 318.

91

Ibid., 26.

92

Ibid., 119.

The instructor will guide the students learning by engaging
in Felder and Silverman’s Learning Styles Model.90 The
instructor engages the first dimension on how students
process information and knowledge with a physical activity
by writing a mini-composition at the whiteboard, or on
staff paper. This also engages in discussion when the
instructor is giving the lecture. The instructor engages the
class in reflection in the activity of the quiz at the
beginning of class and assessment quiz at the end of class.
The students are given time after the lecture to use their
knowledge in identifying notes on the treble and bass clefs
combined with their new knowledge on rhythms to work at
the white board in class or on a piece of staff paper in order
to make a mini-composition that puts their understanding
of music theory thus far into practice. The students will
also perform their mini compositions or ask the instructor
to perform them. Furthermore, the quizzes at the beginning
and end of each class serve to help students learn and
reflect on their learning as “People learn new material best
when they actively monitor their learning and reflect on
their performance.”91
The goal of each class period is to teach music theory but
also to inspire in the students a desire to keep learning.
Therefore, by making music theory fun, students will seek
to practice and review more in their spare time. To this end,
the instructor will make learning and discussing these
concepts of music theory fun by their passion for teaching
music theory that invokes a natural enthusiasm and
constant flow of conversation and discussion of each
concept which is the lecture. As the students participate in
the activities (clapping and composing) the instructor will
have time to offer feedback and support when appropriate.
This serves as part of creating a fun and ultimately safe
learning environment.92
Assessments will be conducted at the beginning of class
with a non-graded quiz and at the end of class in the form
of a graded quiz that covers the new material just discussed
in class. Although a couple weeks away, there will also be
a comprehensive midterm assessment that covers this
material. Most notably in the form of the frequent quizzes
(graded and non-graded) this helps to develop a consistent
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teaching method which will serve to match the instructor’s
learning outcomes.93
The instructor will provide a non-graded quiz at the
beginning and a graded quiz at the end of class which will
serve to enhance retention of course material and as a result
the transfer of learning will occur as students move from
learning about rhythms and note durations to putting these
concepts into practice as they begin to write their own
compositions. As Nilson describes, your inclusiveness of
students has an ”impact of their performance and
retention.”94 which is why the professor will include all
students in every activity and lead these class activities and
discussions with enthusiasm.

9. Enhance retention and
transfer

CURRICULUM PROJECT: IMPLEMENTATION CHART
Part I: Evaluate and revise the analysis, design, and development charts and the learning
objectives.
Student:
Jordan E. Montana Richards

Course for which you are creating curriculum:
FUNtroduction to Music Theory

Physical Item

White Board and Markers

Lecture Notes

Rationale for Use
In a classroom setting, having a white board and markers will
help give examples of the course content. “Think about
illustrating abstract concepts and relationships with examples.
Ideally these examples should be striking, vivid, current,
common in everyday life, and related to students’ experiences
(past, present, or future).”95
Whether in a classroom setting or recording a video lecture, I
will prepare and revise my lecture notes before each class by
analyzing the beginning and end of class quizzes in order to
include the ‘muddiest points’ that my students seemingly had the
most difficulty with. Or in the case that we cover more material
than expected I will revise my lecture notes accordingly. “Your

93

Nilson, Teaching at Its Best, 365.

94

Ibid., 129.

95

Ibid., 192.
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lecture notes should be easy to read at a glance and as sketchy as
you can handle … all you need is a map showing your next
conceptual destination.”96

Activity Sheets

Blank Flashcards

Game Activity (Rules and
Setup)

Prepare Visuals (Laminated
Guides)

“Build into your course plenty of assessment opportunities,
including low-stakes quizzes, practice tests, in-class exercises,
and homework assignments that can tell students how much they
are really learning and give them retrieval practice.”97
To provide the students with the learning materials they need and
also helping them learn by letting them make their own flash
cards. “Share devices to improve memory such as mnemonic
patterns, maps, charts, comparisons, groupings, highlighting of
key words or first letters, visual images, and rhymes.”98
“Simulations and games share the prospect of winning something
desirable: money, power, territory, profits, being correct, doing
the job well, getting one’s way, or simply a sense of satisfaction.
But the biggest win is in learning. Simulations and games can
bring the course material to life and emotionally engage an entire
class as few other methods can.”99
I will prepare visuals pertaining to the concepts and lessons of
the course that in a classroom setting would be placed around the
room and in an online setting will be used in my video lectures as
well as some additional visuals that will be sent out to my
students via Canvas or a similar platform. This will ensure that
my students have access to the material even after the course
ends. “The evidence of graphics of all kinds facilitate
comprehension, transfer, and retention of course material has
generated a large body of research and several sizable literature
reviews.”100
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Nilson, Teaching at Its Best, 93.
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Ibid., 28.

98

Ibid., 183.
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Ibid., 225.

100

Ibid., 328.
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Part II: Strategies
Task

Prayer.

Review student’s quizzes in
order to address what topics
need to be reviewed.

Prepare and print before/after
quizzes

Class E-Mail: Music Theory
Reminders and Tips
Review/Keep up to date with
Music Theory teaching
techniques
Form Class Activities around
Test Preparation techniques
and material.

Rationale for Task
I will pray for my students to be successful in the course and for
God to convict their hearts of the worldly things that they need
to let go of and to bring to their attention the importance of
having a relationship with God and His only begotten Son.
“Servant leaders pray for those they equip. They know that their
power comes from God, not from themselves … prayer is the
source of vision, direction, and correction.”101
Assess which questions students missed in order to cover that
material better or more in the next class. “Allow class time for
review, questions, problem re-solving exercises, and selfregulated learning exercises, so students can learn what they did
not the first time. It is best not to proceed to new material until
students assure you that they understand what they did
wrong.”102
“People learn more from being tested or testing themselves on
material than they do from re-reading or reviewing it, as the
former involves more effortful cognitive processing and retrieval
practice.”103
“With this tool, you can send your entire class housekeeping
messages, reminders, study questions, assignments, tips on
doing the readings, and connections between the course material
and current events, all in one mailing.”104
“[Learning Objects] are self-contained, reusable, digital lessons
on specific topics, the best of which are animated, interactive,
and truly multimedia. Some can provide eye-catching
demonstrations to spark up your minilectures.”105
“As research … indicates, the quickest, most efficient, and most
effective way to study written material, at least for factual and
problem-solving tests, is active recall or the read-recall-review
strategy. Following this method, students read a section of their
text or notes, then put the material away, recite aloud or jot
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Harro V. Brummelen, Steppingstones to Curriculum, E-Book (2nd Edition). Association of Christian
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down as much as they can remember, and finally review the
section to find what they missed or misunderstood. In addition to
reinforcing their reading by restating and hearing the material,
students practice retrieval, which is exactly the skill they will
need during the test.”106 Therefore, putting this technique into a
class activity of recalling test material can be fun, engaging, and
beneficial for student’s learning.

CURRICULUM PROJECT: EVALUATION AND SYLLABUS CHART
Formative Assessment Methods
Student: Jordan E. Montana
Richards

Learning Outcomes
1. Define the basics of
music theory.

Course for which you are creating curriculum: FUNtroduction
to Music Theory

Your Formative Assessment
Plan
Background Knowledge Probe:
At the beginning of each
lesson, there will be a multiplechoice quiz to gauge what
students already know versus
what they do not pertaining to
the material covered in each
lesson. At the end of each
lesson, there will be another
quiz where students are asked
to identify the same material.107
There will also be an objective
test used to memorize the
“facts, terms, and symbols” of
these basic concepts.108

106

Nilson, Teaching at Its Best, 357-358.
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Ibid., 352.

108

Ibid., 367.

109

Ibid., 352.

Rationale for Formative
Assessment Type

This form of assessment will
be effective because it serves
as “a diagnostic pretest” that
provides information on how
much students know and how
much they have learned. These
results will also tell me “what
material to cover and what
existing knowledge [I] can use
to map on new knowledge.
Finally, probes activate
students’ prior knowledge,
readying them for additional
learning.”109
These quizzes will always be
low stress as simply attempting
them will earn students credit.
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Furthermore, these quizzes will
occur for every class and under
ever learning outcome.
“Frequent testing and quizzing
yield benefits for you and your
students.”110
The object test in this unit will
be used as a form of
declarative learning: “learning
the facts and principles of a
given field.”111
This material is also “so basic
that students have to be able to
reproduce it.”112

2. Identify Time Signatures, Students will be given a lecture
Meters, Note/Rest Values, about the material, in-class
and Syncopation.
examples (recorded or
performed live), some inclass/homework assignments to
complete, and they will work
on making flash cards.
After studying the material,
students will complete a
summative exam with objective
test items (Fill in the blank,
Matching, Multiple Choice).113
A test that will assess the
students short term memory
and reinforce this material for
110

Nilson, Teaching at Its Best, 366.

111

Ibid., 352.
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Ibid., 367.
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Ibid., 367, 369, 371.

114

Ibid., 367.

This assessment supports
learning number one which
falls into level one, application,
of Bloom’s Taxonomy.
These activities and constant
quizzes will ensure that the
material is also fresh in
students’ minds, letting them
know exactly what kinds of
questions will be on the test
weeks in advance.
Furthermore, this material is
also considered “so basic that
students have to be able to
reproduce it.”114
This assessment supports
learning number two which
falls into level two, application,
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3. Demonstrate a correct
understanding of
Intervals, Key Signatures,
and Major/minor Scales.

4. Analyze Major, Minor,
Augmented, and
Diminished Triads.

their long-term memory.

of Bloom’s Taxonomy.

Students will partake in
summative assessments that
will give them the opportunity
to demonstrate their
understanding of intervals, key
signatures, and major and
minor scales. These
assessments will require
students to not just identify
intervals but to spell them or
write them out, a minor sixth
interval for example. Students
will also be asked to give the
correct number of sharps or
flats for any given key
signature. Lastly, students will
demonstrate their knowledge of
major and minor scales through
spelling them in the requested
key signatures.
Students will engage in a
summative reflective learning
assessment. This assessment
will engage students in
analyzing the difference
between major, minor,
augmented, and diminished
triads in both sonority and
spelling.

This assessment will be
effective because it engages
students in following the
correct use of music theory
“procedures, principles, and
rules” that are a step up from
the routine practice they have
had in class, yet are still test
the same material.115

Furthermore, this summative
final exam is preceded by an
open-note, mock final exam.
This open-note, mock final
exam will also be an
encouragement to students in
taking notes and paying
attention during class in
addition to discussing the
115

Nilson, Teaching at Its Best, 184.

116

Ibid., 319.

This assessment supports
learning number three which
falls into level three,
application, of Bloom’s
Taxonomy.

Providing an open note, mock,
final exam gives students
motivation to not only pay
attention in class, but to take
notes and even compare notes
outside of class. Nilson says,
“They benefit most from
reading, listening to lectures
and podcasts, taking notes, and
doing written exercises and
assignments.”116
Furthermore, there will also be
an in-class review of the mock
final before students take the
real final. This review will
cover the most missed
questions and allow for
students to engage in reflective
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material and sharing notes with
peers outside of class.

5. Compose a short 8-16 bar
melody using their
knowledge of the basics
of music theory.

This final learning outcome
serves as a finished project
prospectus and prepares the
way for students going into
future music theory courses.118
By composing a short 8-16 bar
melody, students will have the
opportunity to use all that they
have learned in the course and
apply their knowledge in a
conditional learning context.
Feedback will also be given to
students before the term ends
as in the final week, after the
final summative exam, students
will get the opportunity to
showcase their compositions
with a recording or performed
live.

learning as individuals and as a
class.117
This assessment supports
learning number four which
falls into level four,
application, of Bloom’s
Taxonomy.
This final learning outcome
will be effective because the
entire course will have served
as the guidelines for this
project. Students will be
prepared in every way. This
project assesses what students
have learned over the course in
a creative and fun way. In
speaking of learning games
Nilson says “Games provide an
effective and painless, even
fun, review format.”119 I believe
that this composition
assignment will be presented in
such a way to also provide a
similar, effective, painless, and
fun review format.
Furthermore, this composition
serves as a real life example
and application of using the
basics of music theory.
This assessment supports
learning number five which
falls into level five,
application, of Bloom’s
Taxonomy.
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Evaluation and Reflection
Issue/Strategy
The focus of this course is to
make learning music theory
fun. The instructor will need
to reflect outwardly the
passion and enthusiasm they
have for teaching music
theory.
Lecture is the main teaching
method for this class. It is
important that the instructor be
well prepared with both
speaking skills and lecture
notes.

Rationale for Changing
Nilson speaks about the importance of showing one’s
enthusiasm and how much it can impact the course of student
involvement and learning. “People learn more when they are
motivated to do so by the inspiration and enthusiasm of their
instructors or other people in their lives.”120

“Your lecture notes should be easy to read at a glance and as
sketchy as you can handle … all you need is a map showing
your next conceptual destination.”121
Nilson says it is important to help our students remember
concepts and provide for them tools to do so. Flash cards are
just one way to achieve this. “Share devices to improve
memory such as mnemonic patterns, maps, charts,
comparisons, groupings, highlighting of key words or first
letters, visual images, and rhymes.”122

Helping students create flash
cards and play music-theory
based-games will be
instrumental in their learning
and success.

Part of making the course fun is to involve as many class/group
activities and games that emphasize the learning content of the
course as possible. Nilson also speaks to the effectiveness and
uniqueness of this learning method when he says, “Simulations
and games share the prospect of winning something desirable:
money, power, territory, profits, being correct, doing the job
well, getting one’s way, or simply a sense of satisfaction. But
the biggest win is in learning. Simulations and games can bring
the course material to life and emotionally engage an entire
class as few other methods can.”123
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Prayer for the students is
vitally important.

It will be important to help
students learn the material
using different methods.

The instructor will need to
maintain a positive and
supportive state of mind in
regard to their students.

Van Brummelen says that “Servant leaders pray for those they
equip. They know that their power comes from God, not from
themselves … prayer is the source of vision, direction, and
correction.”124 Furthermore, we know that God will bless us and
our students if we but only ask (Matthew 7:7-8).
Nilson mentions the impact of a variety of styles of teaching,
Lecture, Interactive Lecture, Recitation, Directed discussion,
Writing/speaking exercises or writing and performing exercises
in this case, Classroom assessment techniques, Group work or
learning, student-peer feedback, are just some of the methods
he lists in Table 11.1.125 Nilson also mentioned how each of
these different methods results or is best used to acquire a
certain learning outcome. Therefore, it is important to use these
methods in order to “familiarize your students with different
ways of thinking about and working with the material.”126
Nilson says that part of what students need to achieve course
goals is support. “Capability depends on their perception that
the goal is reachable and that they have (or soon will have) the
skills, prior experience, and support to reach it. Students feel
capable when they view the learning task as doable, given their
abilities, academic background, and resources: time,
encouragement, assistance, and so on.”127
Furthermore, part of making music theory fun means making
the learning environment a safe and encouraging place that is
free from judgement. Nilson says that “Creating a safe,
stimulating, learner-centered classroom environment seems to
help students in many ways.”128 This environment helps
students “achieve the learning outcomes, develop higher-order
thinking skills, participate in class activities, behave
appropriately in class, be motivated to learn, and be satisfied
with the course.”129
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MUSC 101 FUNtroduction to Music Theory
Appendix 1A: Example Quiz 1
Name:

__ / 10

Identifying Clefs
1.)

A. Treble Clef

B. C Clef

C. Bass Clef *

D. Alto Clef

B. Treble Clef *

C. Simple Clef

D. Trouble Clef

B. Bass Clef

C. Classical Clef

D. D Clef

2.)

A. Bass Clef

3.)

A. C Clef *

4.) Write a Treble, Bass, and C Clef.
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Identifying Notes on Clefs
5.) This note is a D.

True

False*

6.) This note is an Eb.

True

False*

8.) Write an F on the staff below.

10.) Write a D on the staff below.

7.) This note is a C

True*

False

9.) Write a Bb on the staff below.
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MUSC 101 FUNtroduction to Music Theory
Appendix 1B: Example Summative Assessment
Name:
__ / 25

Identify the Note and Rest Values
1.)

2.)

A. Quarter Note

B. Half Note

A. Sixteenth Note

B. Whole Note

C. Whole Note *

D. Whole Rest

C. Quarter Note

D. Half Note *

3.)

4.)

A. Quarter Note *

B. Eighth Note

A. Eighth Note *

B. Sixteenth Note

C. Sixteenth Note

D. Half Note

C. Quarter Note

D. Half Note

5.)

6.)

A. Sixteenth Note *

B. Quarter Note

A. Top Rest

B. Whole Rest *

C. Whole Note

D. Eighth Note

C. Quarter Rest

D. Half Rest
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7.)

8.)

A. Hat Rest *

B. Eighth Rest

A. Eighth Rest

B. Sixteenth Rest

C. Sixteenth Rest

D. Half Rest

C. Quarter Rest *

D. Half Rest

9.)

10.)

A. Quarter Rest

B. Half Rest

A. Sixteenth Rest *

B. Whole Rest

C. Eighth Rest *

D. Sixteenth Rest

C. Quarter Rest

D. Half Rest

Complete the measures in 4/4 time.
11.) Fill in beats 3 and 4.

13.) Fill in beats 1 and 4.

12.) Fill in beats 2 and 3.
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Complete the measures in 6/8 time.
14.)

Compose in 4/4 time
15.) Use notes, rests, and at least one pair of triplets.

Compose in 12/8 time
16.) Use notes, rests, and at least one use of tied and dotted notes.

88
What’s That Time Signature?
17.)

18.)

A. 4/4*

B. 6/8

A. 3/4

B. 6/8 *

C. 2/4

D. 9/8

C. 9/8

D. 2/4

19.)

20.)

A. 12/4

B. 3/4 *

A. 4/4

B. 6/8

C. 4/4

D. 6/8

C. 12/8

D. 9/8 *

21.)

22.)

A. 6/8

B. 3/4

A. 9/8

B. 6/8

C. 12/8

D. 2/4 *

C. 12/8 *

D. 4/4
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Correct The Beaming
23.)

24.)

25.)
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Appendix 2: “Concerto!” – A Dynamic Approach to Game Based Learning

CONCERTO!
©Jordan E. Montana Richards 2022
©MakingMusicTheoryFun2022
Created By: Jordan E. Montana Richards

DESIGN:
The background of the main board game is of a concert. A picture taken from the back/top of the
room, looking down towards the stage. At the top of the board game is the name, “Concerto!” in
bubble letters, written in blue with music notes placed around each side.
Overlaid on top of the background are measures, 1-100 that represent the “spaces” of the board
game.
Students roll a 6-sided dice to determine how many spaces they move.
The pieces of this game are small, plastic, 3D models of instruments.
Percussion:
Brass Section:
Woodwind Section:
String Section:

Timpani, Triangle, Xylophone, Bass Drum
Tuba, Euphonium, Trombone, Trumpet, French Horn
Piccolo, Flute, Clarinet, Soprano/Alto/Tenor/Bari. Sax.,
Violin, Viola, Cello, Bass

4 Dragons (red, orange, yellow, blue).
* The color is merely aesthetic.
The performance cards have a game show theme to them. The backs of the cards have a black
background and red theatre curtains parted on each side with the phrase, “Music Theory
Challenge” in the center. The “s” is “Music Theory” will be substituted with a treble clef.
The front side of the card will show a spotlighted stage and centered will be the challenge or
reference to an excerpt for the student to perform.
There will be an electronic timer and metronome for the challenges, or the professor can provide
one.
● The online version will have built-in features for everything mentioned above.
● Students will be able to login through the school’s Canvas (or similar website) which
carries over their name and student ID. The professor will be able to adjust the extra
credit points for the students in their gradebook. Only one attempt of this game can be
played during the scheduled time. The instructor can over-ride this and decide when and
for how long students may play during class.
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RULES:
The Conductor
The theme of the game is that all the players are band members. This is their final performance
of the year. Their regular conductor was sick and so a substitute conductor was contracted for the
event. There is only one problem. This conductor is crazy!
At varying intervals throughout the game (Measures 20, 40, 60, 70, 80, 85, 90-99) the conductor
will make everyone change tempo or change key signatures. (He wrote in our parts!)
Alternatively, if a student gets the question(s) wrong or fails a performance challenge, the
difficulty will also increase.
Every measure that is labeled as a “Piece Change” will have a conductor’s baton symbol above
it. This symbolizes that once a player moves past this measure, they must draw a card that
determines how much the tempo changes or to which new key signature the piece has changed
to.
Spaces and Measures
Once a player lands on a space, they pick up a Performance Card. These cards ask players to
perform or demonstrate their knowledge of music theory. If a player fails a performance or
challenge, they may choose to move forward one measure, instead of the original amount they
rolled, or they may choose to remain on the new measure and the Conductor will make a change
to the piece.
The student may choose a performance card from a variety of categories such as, “Voice,”
“Instrumental,” “Piano,” or “Music Theory.” Each category of performance cards provides a
different method of performance.
Beats Per Minute → Second Conversion.
The piece starts out at 80 bpm. This will be equivalent to 60 seconds.
For every 5 bpm, add or subtract 1 second from the time that the student has to complete their
challenge.
Performance Cards:
The challenges for these performance cards are kept separate depending on the student’s Music
Theory Class. For example, “Introduction to Music Theory,” “Music Theory 1,” and “Music
Theory 2” which can further be divided up by concept so professors and students can choose
which Music Theory concepts to include in their challenges.
● Excerpts: These challenges will be optional as to whether or not the instructor chooses to
include them. The excerpts themselves can vary from rhythmic clapping exercises, chord
progressions on a piano, or to be performed on the student’s main instrument.
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● Online Performance Warning: If playing the online version of this game, it may be
difficult for the group to determine whether or not the player got the excerpt correct so
discretion is advised.
● Online Setup: During the online game setup, the professor can make these
determinations in their scheduled games. Outside of class, students are free to setup the
game however they please.

Challenges.
Challenges in the Music Theory Performance Board Game, “Concerto!” can be a demonstration
of music theory knowledge. Such as spelling out a triad, seventh chord, or inversion thereof.
These demonstrations can also be simpler ones such as asking the student to identify correctly a
clef or not on the clef.
Performances.
These challenges may ask students to perform a 1-4 measure excerpt.
- When doing a performance challenge, don’t forget that whatever key or tempo the
Conductor has changed the piece to, applies to your challenge.

How To Win:
The players win when the majority of them make it to the end of the piece. Alternatively, they
may choose to cheer their classmates on to the finish line, if time in class allows or if playing
outside of a classroom environment.
Extra credit points can be awarded either to every student or serve as an incentive for being the
first player or first 3 players to make it to the end.
Additional Rules/Concepts.
Players may draw a “Duet, Trio, or Quartet” performance card which will let the initial player
choose up to 3 others to perform an excerpt with. Messing up will cause them to move back the
amount they would have moved forward. However, playing the excerpt correctly will let all of
the players move forward.
The Dragon
A player may attempt to sabotage another while in a Duet, Trio, or Quartet performance by
picking up one of the four dragons and declaring, “For the rest of this musical challenge, I
declare myself a dragon!” The player(s) who declares themselves as a dragon will purposefully
playing the piece at a slower tempo. However, if they fail to drag the other players down, they
move back the amount rolled on the dice. If they are successful in dragging the other players
down, then only they move forward. If two or more players attempt to drag at the same time,
then the same rules apply. The player who drew the challenge or requested a Duet, Trio, or
Quartet challenge cannot be the one dragging.
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Notes:
A music theory guidebook will be included.
This game will be engineered to fit the learning needs of students from all ages. The game can
progress with the student’s level of music theory knowledge. When looking for other online
music theory games, the only other entertaining option for a physical music-theory-based game
was “Lord of the Chords.”
This game can be made into an offline/online app for students to download on their phone. The
offline version of the game would work with AI as the other players or involve a Bluetooth
connection to one another or join in an “LAN” setup.
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Appendix 3: Music Theory Educator Interview(s)
This section is dedicated to documenting interviews between the author of this
curriculum project and music theory educators. The purpose of these interviews is to ascertain
the educator’s opinions and overall thoughts on the educational music-theory-based games and
other research findings that have been presented in this paper. The questions and answers stated
below pertaining to the interviews are to be perceived as being extremely accurate in meaning
and context yet not always persisting of word for word quotations.
Interview 1 – Dr. Wert
Interview 1 took place on July 7, 2022 between the author and Dr. Kathryn Wert, a music
educator at Liberty University. The interview was approximately 30-45 minutes in duration.
Music Theory Games
The design, concept, and rules for the game, “Concerto!” were explained to Dr. Wert and
she had this to say. Regarding the concept of players being competitive during a duet, trio, or
quartet challenge and accepting the option to perform the challenge while attempting to “drag”
and cause other players to perform an inaccurate rhythm or “drag” along with them, Dr. Wert
suggested, “Call them a Dragon. Who wants to be the Dragon?” The suggestion is quite fitting
and a very clever play on words. The addition of a “Dragon” will be added to the game wherein
upon being selected to perform in a group challenge, a player (or players) may pick up a dragon
piece and announce that they are, for the duration of the musical challenge, a dragon.
Dr. Wert also mentioned designating a vocal option for students who draw a performance
challenge card on the piano. She asked, “So what happens if you draw a challenge for an
instrument and you don’t play the piano?” She stated that having innately instrument-based
challenges may give an unfair advantage to any student who is not an instrumentalist or piano
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major. Dr. Wert also discussed having sets of challenges that are centered around voice and
percussion. In her professional opinion, having these challenges will help students develop or
work in conjunction with the aural skills classes that music majors will be taking alongside
music theory. Dr. Wert emphasizes the necessity of music theory students needing to focus on
rhythm and vocals. I agree with Dr. Wert and will further clarify the kinds of challenges and
distinctions between the challenges in the future.
The design, concept, and rules of the game, “Music Theory Chess” were explained to Dr.
Wert and she had this to say. Dr. Wert was curious, once students state a chord progression or
following chord progression, if they would have the option to hear the chord progression. This is
a great suggestion and will be added to the game. The instructor acting as the “judge” of the
quality of the subsequent chords and the spellings that students use may perform the chord
progression and exact spelling that the students used. In order for students to have the instructor
perform the chord, they must come up with the chord and spell it out for the instructor within the
allotted time frame that they have to come up with the following chord. For example, if the
students are given 90 seconds to come up with a following chord and its spelling, within that 90
seconds the students must spell the chord to the instructor and then ask them to play the chord
progression with the new chord. Then students will have to decide if this aural aid was enough to
convince them of their answer or to reconsider.
Regarding the score or “quality” (blunder, mistake, inaccuracy, book move, great move,
excellent move) of each chord, Dr. Wert was wary about who would be the judge. She wondered
if this would be a matter of opinion. However, after reassuring Dr. Wert that it was the instructor
who would be the judge and that good or poor moves were determined by their accuracy
according to the common practice conventions of music theory, her worries were dismissed.
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Dr. Wert said that “music theory is not often fun for people.” Overall, the game “sounds
fun.” She stated that the element of competition or “having a goal” has a big impact on student
motivation. Furthermore, Dr. Wert stated, “I think college students would enjoy this.”
Phone Applications
When asked if Dr. Wert was aware of any music theory phone applications, she said, “I
don’t use a lot. I use iTempo when I am conducting shows because I can have playlists of
tempos.” The application in question requires further clarification. After a quick online search
for “iTempo,” no matching results to a music theory phone application were found. Dr. Wert said
that normally she sends her students to musictheory.net or teoria.com and guessed that those
websites would have phone applications.
List of the 5 most important Music Theory Concepts
For convenience sake, the original list will be replicated here:
(1) Harmonic Function, (2) Modulation, (3) Beginning Fundamental SkillsWritten (Mastery of Basic Rhythms, Key Signatures, Intervals, and Triads), (4)
Advanced Fundamental Skills-Written (Seventh Chords, Inversions of Chords,
Figured Bass), and (5) Secondary Function (V/x, vii /X).
o

Dr. Wert was told the list of the top five most important music theory concepts and said she
agrees that harmonic function is important but she would add the hierarchy of tonicism. The idea
that the tonic is the most important and the hierarchy of harmonic function. For example, in order
of importance, (1) Tonic, (2) Dominant, (3) Sub Dominant. Number two on Dr. Wert’s list is
understanding “a variety of tonalities [that] goes hand in hand with key signatures.” Number
three is an understanding of meters which would cover the written portions. Number four is the
understanding of chromatic chords, “non-harmonic, non-chord tones, chords that don’t fit the
key signature.” This includes the secondary dominant functions. Number five was Applying
written skills into practice. This is done by practically applying what one would learn in the
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music theory classroom into a practice of piano performance, voice performance, or conducting.
Dr. Wert emphasizes the necessity of “feeling the downbeat and upbeat” in music. She states that
finding a way for the written to become music “is the biggest challenge of any music theory class
because everyone loves performance but not everyone likes theory. So if you can say, wait this is
what you are doing. I am helping you get better at it,” then students will be able to make more
connections between what they are learning and the actual praxis of music.
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Appendix 4: Fair Use Documentation
Below is a screenshot of an email with Dr. Kinchen granting permission to “reproduce
[the image, Figure 1.2] in [my] dissertation for purposes of scholarship and research.” All other
images are reproduced with the understanding of Fair Use as they are all available, without cost,
online and proper credit as well as an online link is given beneath the Figures. To clarify, the
author has attempted to reach out to the other owners of the images, John Ferrara has not
responded and Michiko Yurko has requested to set up a phone call for further discussion.
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